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LETTER TO TEACHER AND STUDENTS 


This textbook represents an attempt to embody the following prin 
ciples: (i) the primary task in teaching drama is to acquaint the studeru 
with the fundamental structure of drama — to teach the student to deal 
with drama not merely as literary history or the history of ideas or the 
expression of the author’s personality, but as drama, a special form with 
methods and characteristics of its own; (2) such teaching can best be done 
by intensive analysis of specific examples; and (3) the examples may be 
studied most profitably when arranged in a scale of ascending difficulty. 
This book, therefore, is primarily a manual for reading drama, with the 
essentially modest aim that such a term connotes, though also with all 
the importance, the editors hasten to add, that the richest and fullest 
definition of reading must imply. 

Whether or not the book succeeds in actually exemplifying the prin- 
ciples which have guided the editors, the teacher will have, of course, 
to determine for himself. But as to the validity of the principles themselves, 
the editors have absolute conviction. Indeed, in so far as they have failed 
to implement the principles, they rely upon the teacher to make good 
their failure, for they are under no illusion that a textbook can ever sub- 
stitute for the teacher. The utmost that the editors of such a textbook as 
this may hope is to provide an effective instrument for the teacher, or 
at least one flexibly adapted to his use. It is in such a spirit that they make 
the following notes upon the plan of the book. 

The book is divided into sections which carry the student from rather 
simple problems to increasingly complex ones. The plays are, therefore, ar- 
ranged in a scheme of ascending difficulty, though in Part One there is 
a definite exception: Lady Windermere’s Fan is obviously a more complex 
play than those which follow it in Part Two. Yet we feel that the ex- 
ception can be justified — that the task of defining drama for the student 
(the special problem of Part One) can best be completed by placing be- 
fore the student, as an initial example, a play which is rather fully de- 
veloped and which is likely to be more interesting to him than a more 
primitive or “simple” example of the genre. Relatively simple plays, 
however, are met with in Part Two, and plays that involve more special 
or more difficult problems are relegated to Parts Three and Four. 

In general, the order of the plays contained in Parts Three and Four 
continues the scale of increasing difficulty. But the editors are not dis- 
posed to set much store by the detail of their arrangement and would be 
willing to concede that some of the plays at the end of Part Three may 
possibly be more complex than some of those at the beginning of Part 
Four. The editors’ general feeling in the matter is reflected in the titles 

ix 
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which the\ have chosen foi these last two sections, “More Mature Types 
and Special Studies in the Tiagic Mode” — titles which suggest, tathei 
than insist upon, a steadih mcieasing complexity 

Tiagedv, it will be conceded, is moie complex than corned} , and there 
is a good deal to be said fot emphasizing tragedy in the final section of 
this manual But here again the editors have pieferred not to compart- 
mentalize the two modes l^flJTree isconcemed^^ 
e xclu si v eh . with com edy, and PaiTT^Silf lfseli^adrmts a play which is 
noTstuctly a tragedy The student’s ability to distinguish comedy and 
tragedy is, of course, a matter of ciucial importance His ability to apply 
these teims with discrimination and at a high level might even constitute 
a significant test of his mastery of drama in general But the editors would 
not have him use the terms mechanically, and they have preferred to 
avoid an airangement of the plays which might appear to encourage such 
a mechanical use 

Tor most of the plays, comments and questions ate inserted at the end 
of each act this novel arrangement should provide a special stimulus to 
careful and intensive reading But teachers who so prefei may easily have 
the play in question read fiist as a whole and may take up an act-by-act 
analysis only after the student has made a rapid over-all survey of the 
play Each method has its own advantages 

As for the commentaries themselves, the editors naturally hope that 
most teachers will judge them to be basically sound, but the commen- 
taries aie certainly not meant to be prescriptive or to lender the teacher’s 
own comments superfluous The y offer a reading of t he play, but this 
does not pu rport to be the reading^ It is quite possibleThrdeedTthat the 
commentaries mayoest serve a pedagogical purpose by furnishing the 
teachei w ith an account of the play which can be attacked or modified or 
discarded, or by stimulating the student to make his own interpretation 
'Yet the editors do have some confidence that the commentaries, even when 
taken at the lowest discount, do raise central questions which need to be 
raised with regard to drama in general and with regard to the plays here 
I represented in particulai 

I Tor the use of classes whose teachei s wish them to do more extensive 
reading (and who have time for such reading), questions and exercises 
on additional plays are provided in Appendix A Most of these plays are 
readily accessible in various popular collections (notice of where they 
may be found is given in footnotes) , suggestions for integrating them with 
the scheme of plays printed in the text are also given in Appendix A, 
though the teacher will naturally make his own disposition of the~a'd- 
ditional plays The exercises provide in particular opportunities for spe- 
cial papcis and leports which may demonstrate how well the student has 
absoi bed the intensive leading methods pioposed by the treatment of the 
plats punted in the body of the text 

In this connection, the editors wish to point out the possibility of 
using this text as an entry into Shakespeare, particularly into the Shake- 
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spearian tragedies Notes and questions, in some cases lathei elaboiate, 
are provided foi Othello, Macbeth, Hamlet, and Antony and Cleopatia, 
and there are numerous cioss references to the other tragedies printed 
here — especially to Dr Faustus, Oedipus the king, and king Ltat The 
relative ease in securing texts of hhakespeaie’s plays (including the 
twenty-five cent Pocket Books edition) makes this suggestion a thoroughly 
practical one 

An alphabetically arranged Glossary should make it easiei foi the stu- 
dent to master the basic «_ritical terms which any discussion of the drama 
requ'ies A g ail additional featuie the Glossaiy has been split into two 
parts the second is the conventional lexicon, but th e first, prov id ing fuller 
d isci ission under a few major headings, gi\es a coheretr L_stn»m a ry a r-. 
counroFfhe b asic structuia l chaiact eiistics of d iama Though this volume 
does not purport to be a guIHeto pi ly w riting, it is possible that Part I 
of the Glossaiy, taken along with the analyses in the body of the book, 
may be useful to students interested in the writing of plays. 

We have lemaiked that the fiist consideration of this manual has been 
the oroblem of reading drama with appieciation and undeistanding. But 
the editors do not intend to discount the claims of liteiary histoiy Much 
of tl e historical matenal, of course, will be proxided by the teacher, and 
some teachers will wish to supplement this n anual with readings in the 
histoiy of the drama Teachers who wish to stress the historical approach 
will find a succinct account of the history of the drama in Appendix B. 
Vloieovsi, the plays printed and analyzed in this book, though chosen 
primal lly to illustrate various dramatic modes and problems, do pro- 
vide a rather full representation of the major developments in diamatir 
history 

Instiuctois and students should note the dual system of line-number 
ing In plays which are in verse-form or largely in verse-form and in the 
prologues and epilogues written m verse, the lines aie numbeied consecu 
tively, in prose plays, the line-numbering is by pages, and the number 
are in the middle space on the page When the latter system of num 
benng is used, references to specific passages give first the page-numbei 
then the column ( a for left, b for right), then the line-number Thus “p. 
124a, 25-30” means “page 124, left-hand column, lines 25 to 30.” 

The index provides some guide not only to the subjects discussed re- 
cuirently throughout the book but also to plays, dramatists, and other 
literary works and figures mentioned briefly m the discussions. 


New Haven, Conn. 
Seattle, Wash 
February 1, 194& 


C. B. 
R. B. H. 




PART ONE 




PROBLEMS 

of the 

DRAMA 



1 • Dialogue and Action 

A book about the drama should perhaps begin with a defi- 
nition of the drama. But in one sense the book could 
only end with such a definition: only by careful ex- 
amination of various plays can we really understand the drama. Of course, 
there is another sense in which drama does not seem at all difficult to 
define, for some of its characteristics are easily recognized by everybody. 
On the obvious level its distinctions from prose, fictional or non-fictional, 
are as sharp as those of poetry. Everyone knows that in drama there 
is little or ns place for “description” or for other comment made directly 
by. the author; that the work consists almost entirely of words spoken 
directly by the characters, that is, of dialogue; that the work can be 
read or that it can be seen in the form of stage-presentation; that plays 
are often written in verse-form. 


x. TYPES OF DIALOGUE 

Of these generally familiar facts, the dialogue-form is to most people 
probably the distinguishing characteristic. At a superficial glance, it seems 
that a play consists, except for some stage directions, of conversation — 
people talking to each other directly — and that when this goes on long 
enough, we have a play. But have we? To answer that question, we need to 
do some looking into the nature of dialogue, and to try to see just what 
goes on there. Let us take first a sample of the interchange of question and 
answer which we find in a court-trial. We have all seen newspaper repro- 
ductions of such “dialogues”; in their printed form they do not look much 
different from the text of a play, for the trimmings that we find in fiction 
are all gone, and spoken words are the essence of the matter. 

Courtroom dialogue. In the trial in which the following actual dialogue 
took place, the physician (Dr. Armbruster) of a murdered man (Sir Henry 
Laurel) is being questioned by the Defense Attorney (Fermor Biggs) : 

“Was blood from the wounds on Laurel’s head stopped or flowing when you 
examined the body?” Biggs asked. 

“Stopped,” the doctor replied. 

“What was the condition of Sir Henry’s face? Was it bloody?” 

“There was a small clot of dry blood on the nostril and upper lip. There might 
have been a little oozing from a wound, but I am not sure.” 

3 



4 PROBLEMS OF .THE DRAMA 

Biggs handed Armbruster a photograph of the body showing a streak of blood 
across the face. 

“The body must have been moved,” the physician stated emphatically. “Blood 
will not flow uphill out of the ear and nostrils.” 

Jury Foreman Jacob Stone interrupted the questioning to ask the doctor if there 
was any indication of the body being lifted. 

“I did not examine it sufliciently to answer that question,” Armbruster replied. 

“Would you say that the burns you saw would have prevented Sir Henry from 
moving from the bed?” the juror continued. 

“No, Sir Henry would have been capable of moving if the burns preceded the 
blows.” 

“Did he move after the blows?” Stone asked. 

“In my opinion, Sir Henry did not move himself after the blows were struck,” 
the doctor added. 

■ Justice Sir Claude Weeks asked, “How long would it have taken a normal, 
healthy person to die then?” 

“ A normal, healthy person does not die,” Armbruster responded candidly. The 
courtroom roared with laughter, including the white-wigged, red-robed Weeks. 

As far as superficial matters are concerned, only a slight change or two 
would be necessary to arrange these lines as they would appear in a play. 
Instead of “Biggs asked” and “the doctor replied” we would find the names 
preceding the speeches. For the fifth paragraph, which describes the use of 
the photograph, there could be an extra line to this effect: “Take a look 
at this photograph of the body. You see that streak of blood across the face. 
What do you make of that?” Adverbs such as “emphatically” could be 
used as a part of stage directions, or alternatively, the emphasis could be 
indicated by changes in the present wording. Foreman Stone’s interrup- 
tion is obviously an interruption, and what he says could easily be a direct 
quotation. And so on. 

Now from this it may appear that the composition of a play, or of 
dramatic dialogue, may be merely the product of a rearrangement of a 
series of speeches and actions into the form of direct discourse. 'But clearly 
this is not true. The excerpt from the report of the Laurel trial is obviously 
not drama at all. It may convey a certain exciteme nt and even exhibit a 
mild tensio n — qualities which one expects of true drama, but still it is not 
drama. This fact, anyone can realize. But why is this true? 

Is it not that the purpose of this passage is wholly different from any 
purpose which we could imagine drama to have? The purpose of the inter- 
change is to secure factual information, whereas the securing or the giving 
of factual information is not the function of drama or any other literary 
form. This kind of exchange of lines could go on for three hundred pages, 
and we would still be essentially just where we had started. We would 
have a few more facts about a murder, but nothing more. /Note that among 
.//the things not done by such a dialogue is the po rtrayal of charact er. Such 
questions and answers could go on indefinitely, and we would still know 
practically nothing about the attorney, the jurymen, the judge, or the 
witnesses. The bringing forth of great quantities of factual information 
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would of couise give us some ground for inferences, but we would not really 
y^see ch aractets in action The complex world of human motives and values 
would come into the picture only accidental if it came in at all 

Obviously, therefore, dialogue which is to do more than furnish a statis- 
tical recoid of conduct must be carefull} managed, it cannot be arranged 
in a mere chronological order, and what goes into it must be determined by 
some moie significant puipose than the discovery and clanfication of a 
series of external facts It must do more than fill the blanks in a question- 
nane Let us therefore look at anothei kind of dialogue, one in which, it is 
true, there are many questions and answeis, but one in which we learn fai 
moie significant matters than in the account of the murder-trial 

The “Conversation” The following selection is fiom a type of work 
which the author himself, \\ S Landoi, designated by the teim Conver- 
sation The date of this imaginaiv convetsation is the seventeenth century, 
the paiticipants are Bossuet, a famous bishop, and the Duchess de Fon- 
tanges, mistress of Louis XIV 

Bossuet Mademoiselle, it is the King’s desire that I compliment jou on the ele- 
vation you have attained 

rontanges O monseigneur, I know eery well what } ou mean His Majesty is 
k nd ,nd polite to everybody The last thing he said to me was, ‘ Angelique 1 do 
not forget to compliment Monseigneur the Bishop on the dignity I have conferred 
upon him, of almoner to the Dauphiness I desired the appointment for him only 
that he might be of rank sufficient to confess vou, now you are Duchess Let him 
be your confessor, my little girl He has fine manners ” 

B I dare not presume to ask you, mademoiselle, what was your gracious replv 
to the condescension of our royal master 

1 Oh 1 yes, you may' I told him I was almost sure I should be ashamed of 
confessing such naugntj things to a person of high rank, who writes like an ingel 
B 1 he observation was inspired, mademoiselle, by your goodness and modesty 
r You are so agreeable a man, monseigncur, I will confess to you directly, 
if you like 

B Have you brought yourself to a proper frame of mind, young lady? 
r What is that? 

B Do you h ite sin? 
r Very much 

B \re you resoh ed to lea\ e it off? 

r I have left it off entirely since the King began to love me I have never said 
a spiteful word of anybody since 

B In your opinion, mademoiselle, are there no other sin* than malice? 

F I never stole anything, I never committed adultery, I never coveted my 
neighbor’s wife, I never killed any person, though several have told me they should 
die for me 

B Vain, idle talk 1 Did you listen to it? 
r Indeed I did, with both ears, it seemed so funny 
B You have something to answer for, then 

F No, indeed, I have not, monseigneur I have asked many times after them 
and found they were all alive, which mortified me \ 

B So, then' you would really have them die for you? 
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r Oh, no, no 1 but I wanted to see whether they were m earnest, or to!d me 
fibs, for, if they told me hb„ I would never trust them again. I do not care about 
them, for the king told me I was only to mind him 

B Lowest and highest, we all owe to his Majesty our duty and submission. 

r I am sure he has mine, so you need not blame me or question me on that. 
At first, indeed, when he entered the folding-doors, I was in such a flurry I could 
hear mv he irt beat across the chamber, by degrees I cared little about the matter; 
and at 1 ist, w hen I grew used to it, I liked it rather than not Now, if this is not 
confession whit is ? 

B We must abstract the soul from every low mundane thought Do you hate 
the world, m >demoiselle ? 

I A. good deal of it, all Picardy, for example, and all Sologne, nothing is 
uglier — and, oh, mv life 1 W hat frightful men and women! 

B I would say, in plain language, do you hate the flesh and the Devil ? 

r Who does not hate the Devil f If ymu will hold my hand the while, I will 
tell him so — I hate you, beast 1 There now As for flesh, I ne\er could bear a fat 
man Such people can neither dance nor hunt, nor do anything that I know of 

B Mademoiselle Marie- Angclique de Sconille de Rousille, Duchess de Fon- 
tanges 1 do vou hate titles and dignities and y ourself ? 

I Myself 1 does anyone hate me ? Why should I be the first ? Hatred is the worst 
thing in the world it makes one so very ugly 

B To lov e God, we must hate ourselves We must detest our bodies, if we would 
save cur souls 

r 1 hat is hard, how can I do it ? I see nothing so detestable in mine 1 Do you ? 
To lov e is easier 

I And now let me tell vou, my lord, you compose such pretty funeral 

sermons, I hope I shall have the pleasure of hearing you preach mine 

B To me the painful duty will, I trust, be spared I am advanced in age, you 
are a child 

r Oh, no 1 I am seventeen 

B I should have supposed you younger by two years at least . 

As in the pievious quotations fiom the murder-tnal record, a considerable 
part of this Conversation depends upon questions But note the difference 
between the trial witness’s answers and the Duchess’s answers every word 
the lattei speaks gives some clue to hei character, so that, by the end of 
even the short section here reprinted, vve have a pietty cleai notion of what 
sort of peison she is She is naive, with both the advantages and the dis- 
advantages of naivete on the one hand, she is con pletely candid and with- 
out hy poensy, and her pleasuie in her own chaims is a long way from adult 
vanity, on the other hand, her simplicity is such that she misses the real 
pomt of all the questions She is well-meaning but tactless, she jumps to con- 
clusions, she is completely literal-minded She is unable to understand such 
simple and well-known figuies of speech as “the woild,” “the flesh,” and 
“the devil”, she has had, so to speak, no literary tiaimng oi experience. 
Note, further, that as vve lead vve also get some impiession of the Bishop’s 
character In part he is the conventional clcigyman, his pastoial lnquuies 
and comments are mostly predetermined But theie is also some individual- 
ization. the almost exaggeiated humility of the leferences to the king, the 
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exasperation of tone in such phrases as “Vain, idle talk!” And above all 
he is a master of irony, as wc see especially in his final remark about the 
Duchess's age. 

So we see two characters developing before us, and since they are quite 
different, the c ontrast, we may say, is “ dramatic” ; that is, there is more 
“ tensi on” than if the bishop were speaking to a conventional, devout adult. 
And now observe the way in which Landor complicates this contrast some- 
what, that is, tries to keep it from being too simple and obvious, by having 
the Duchess tell about her “checking up” on the men who said that they 
would die for her. In her way, we see, she is somewhat of a moralist too; she 
is just a little more than the beautiful and stupid mistress of the king. This 
union of apparently contradictory qualities, this complexity, makes her a 
more complete and plausible character, not unlike one we might find in a 
good play or story. 

Further, we may note that Landor is not quite content with mere con- 
versation; at one place physical action is clearly implied. The Duchess will 
tell the devil she hates him if the Bishop will hold her hand. Then, “I hate 
you, beast! There now.” This is just what is seen in plays: the meanin g! 
of the spoken lines is constantly supplemented by physical actio n. jj 

Finally, we may note that, to use a phrase often tound in fiterary study, 
the contrast of the two characters “says something.” Behind the contras t 
of characters is a further contrast — we might even call it a philosophical 
one — between two ways of life: the con trast between devotion to a heavenly 
master aruTdevotion to an earthly master. Yet even here we find a compli- 
cation : the Duchess is completely devoted to the king, and yet sticks closely 
to the formulae of a religion with which her life is so inconsistent. The 
Bishop speaks as the servant of God, yet his devotion, we notice, is quali- 
fied by his devotion to an earthly master. So we get some sense of the con- 
flicting claims to which man is subject and thus of the basic compl exity of 
e xperienc e. tj r ~c XNZNJUt-, j-jj 

The Difference Between the “Conversation” and Drama. We have, thenrP 
Pflie presentation of character, wijji some complexity in the character s ; the ( 
^ndrama'tic Con trast of characters 


npljed physical action, such as we 

mightsee on the stage; and , behin d it a irman 


ome 1m, _ , 

___ implied commentary on th e 

n ature_o f hum an experienc eTTrTevery one of these respects, Landor’s Con- 
versation is like drama 7 Yet it clearly is not drama; no one is likely to mis- 
take it for a scene in a play. Why? 

1. There is no “plot,” no real action taking place. The scene displays 
the characters, but we do not see them in action. The relationship between 
the Bishop and the Duchess is only casual and formal; it is the product of 
a purely external matter, the king’s wish. It is not organ ic; it is not the 
product of a situation in which both are involved. The re is no developme nt 
or ch ange in chara cter; n o decisions are being m ade; no action will re sult 
/| from the interview. N o situation is created which must d evelop to a logic al! 
'\ conclu sion. T'hel’uture conduct and lives ot the participants will be funda-j) 
* mentally unaffected by the interview, whereas in good drama each scene 
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h.as some definite influence or relation to what happens subsequently. 
Otherwise, a good dramatist would throw it out as “uneconomical ” But 
this conversation exists for its own sake, it shows the chaiacteis for a 
minute, and that is all Think how different the situation would be if the 
bishop were trying to persuade the duchess to leave the king ot to use her 
influence to get the king to fa\or some duke 01 to deprive a count of an 
appointment W e would then look fore ar d to the out come of the situation, 
(whereas here there is stneth speaking no Woutcome V at all 

2 The Conversation does not have the directness and continuity which 
it would have as part of a play It does have “form,” of course, the formal 
series of questions partly determines its structuie But the structure is also 
influenced by the natuie of conveisation itself, by its tendency to go from 
subject to subject by association rathei than by logic For instance, the 
question, “Do \ou hate the world f ” would logically follow close upon “Do 
vou hate sin f ” but the mention of sin leads the duchess off into th £aigres - 
sion about her admirets That is precisely what e veryday conversations d o 
But this kind of “r ealistic” conversational tullness~~L andor could haidlv 
us e~in a play, where he would have to stick — or give the appearance of 
^ticking — ve ry close to the business of advancing the action ** 

So, though we have many characteristics of the drama here, we do not 
have drama We do not have ce ntral action which binds the narts toget her, 
unifiesjhexn, an d gives them directio n What we need to do now, therefore, 
is to try to see what meaningful action is and how it works 


2 THE MEANING OF ACTION 

By way of a preliminary glance at “action,” we may try to see it in 
“pure” form, that is, isolated as much as possible from the other elements 
in drama In fact, we can get at it in its elementary or physical form, though 
we must keep in mind that “action” includes a great deal more than 
^physical movements But an account of the physical actions of a group of 
characteis will at least indicate some of the difference between a conversa- 
tion and a drama What follows is part of a movie script, and here, you will 
obierve, we can see action reduced to the bare skeleton — indeed, to a sort 
of blueprint for action 

SHOOTING-SCRIPT FOR THE GREAT McGINTY* 

The last title is imposed over a night shot of a drinking establishment Now we 
Hr ar some rumba music and we truck forward slowly toward the cafe 

DISSOLVE TO 

a PRf i rv rumba dancer performing in front of a band 

W e see a few customers in thf portcround but they are not particularly interested 
In other w ords, they h i\ e one look then turn away Noticing the lack of interest 
she bends over and grabs her skirt 

* From Arthur Mizcnu o ‘ Our Elizabethan Movies,” Kenyon Review, 194.2 By permis- 
sion of the author and publisher 
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cut to: 

' THE RUMBA DANCER FROM WAIST DOWN 

Slowly she starts to pull up her skirt. The camera follows her 
cur TO: 

LOW CAMERA SHOT UP AT THE TABLE OF MEN 

They are not paying any attention. One of them is lighting a pipe. As he turns 
his head away to escape the cloud of smoke his eye catches the legs on the floor. 
There is a slight double-take, then he gives the legs his undivided attention. A 
second later the other men at the table follow his gaze. Now the whole table 
looks on stonily. In the background we see McGinty working at the bar but he 

is OUT OF FOCUS. 

cut to: 

THE girl’s LEGS AS SHE DANCES 

cut to: 

THE GIRL’S UPPER HALF 

She looks around and is amused at the effect her legs are having. 

This is pure action (or at least action about as pure as we shall ever get). 
It is not very dramatic. True, it would not be fair to say that it is meaning- 
less, that it does not express something. It does: but as action it expresses 
very little; and even as acted out by a competent actress whose gesture and 
facial expression might conceivably add a good deal to the meaning of the 
scene, the “meaning” of the scene is blurred and vague. Obviously, this is 
a typical cheap cafe, on, so far as we can tell, a typical night. But we do not 
know enough about the characters — about the men at the table, or about 
the pretty rumba dancer — for the scene to have much more than the mean- 
ing which any “slice of life” would give us. Even a very competent actress, 
limited as here to mere gesture and facial expression, could not tell us much 
about what is going on in the pretty rumba dancer’s mind. What the script 
thus far gives us is pantomime — a very old art and for certain types of 
material highly expressive, but an art which, deprived as it is of the use 
of words, can get at the inner life of its characters only very indirectly.’ 

The Script and the Completed Movie. But, of course, as will have already 
occurred to the reader, it is hardly fair to take the shooting script of the 
movie in this kind of literal fashion. After all, the shooting script is only a 
set of directions and suggestions to be employed by the director as he makes 
the “movie” proper come to life on the film. This is all very true, though 
we ought to observe that what the director will add here is a kind of commen- 
tary, a kind of interpretation which, even though it does not make use of 
words, still is an interpretation over and above the “pure action” we have 
already considered. 

Mr. Arthur Mizener has indicated some of the things which the movie 
camera will do to transform the recipe-for-action of the script into the 
meaningful completed picture. Let us reread the last lines of the section of 
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shooting script quoted above, and then go on with his comments on what 
the camera is doing: 

cut to: 

THE girl’s UPPER HALF 

She looks around and is amused at the effect her legs are having. 

“Once more the camera,” comments Mr Mizener, “apparently about its simple 
narrative business, is unobtrusively stressing certain implications It picks out 
and isolates the girl’s legs, the only part of her that exists for the men at the table, 
and then cuts to the girl’s face, as if to contrast the human intelligence, which 
does not exist for these men, with the legs which so emphatically do The girl’s 
amusement is a comment, not so much on the men’s attitude, as on the ludicrous- 
ness of the w hole situation ” 

In other words, the camera by arranging the “action” for us, by direct- 
ing our attention, first to one detail, then to another, by suggesting con- 
trasts, by repeating a detail for emphasis or by repeating it with a signifi- 
cant variation is actually suggesting to us how we are to “take the scene” — 
is suggesting to us what the scene “means.” Words are not being used to 
do this, it is true, but it ought to be abundantly evident that we are not 
getting mere “action” either. The camera is sifting the material and arrang- 
ing it foi us m a meaningful pattern. It is making an interpretation of the 
scene. 

Actually, the scene in question becomes, as the movie develops, even 
further removed from “raw” action The McGinty who, as the script tells 
us, is to be shown working behind the bar, has gone up very far in the vvoild. 
He has been gradually pushed up the political ladder by the Boss’s ma- 
chine, until he has been actually elected governor of the state But there is 
a political fiasco The Great McGinty, the Boss, the Politician, and the 
Boss’s Bodyguard barely escape to a banana republic. Now the Great 
McGinty has a job, perhaps somewhat more appropriate to his talents, 
behind the bar in the “drinking establishment” where the scene we have 
already discussed opens. 

The story of McGinty’s rise and fall is told in flashback The section of 
the shooting script which we have read introduces McGinty and the lumba 
dancer The next shots pick up the other characters who will be important 
in the story. 

TRUCKING SHOT — PAST THE TABLES AT RINGSIDE 

The camera represents the girl’s eyes and sees what she sees as she dances by. 
In this way we pass the rest of the ringside tables, with all the occupants looking 
down under us Be sure to have some bald heads here. The heads turn slowly as 
we pass A waiter is circulating between the tables serving drinks but we do not 
see his face [This waiter turns out to be The Politician ] The last table we sec is 
back a little from the dance floor Here seven men are playing poker With their 
bvcks to us and unrecognizable, are the Boss and Dr Jarvis, the latter m a green 
eyeshade Directly across the table in a strong light is a pale drunken young Ameri- 
can, Thompson. [It is to Thompson and the rumba dancer that McGinty tells 
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the main story 3 Two American and two Spanish types complete the name Behind 
Thompson stands Louie twiddling a toothpick Ihe top of the frame cuts him off 
at the necktie (noti this is the exact shot we use at the end of the picture except 
for Thompson who will have left the g ime ) A second after we come in on the shot 
Thompson throws down his cards disgustedly and gets to his feet unsteadily 
Mizener goes on to comment ou see how economical md quietly purposeful 
this apparently casu il opening is Both the rumb i dancer and 1 hompson 
[to whom McGinty will tell the story of his rise ind fall] have been placed for us, 
and dwtinct but not too easily recognizable images of all the leading figures of the 
main story have been fixed in our nnnds lhese lnvigcs will shadow the characters 
as we follow them through the main story, until the picture returns to this shot 
again at its close, and the two impressions of the characters merge Furthermore, 
everything in this sequence is being used to set the tone, the slightly cynical, very 
amused attitude of the picture to its story Our attitude toward the rumba dancer 
and her audience is our attitude tow ird the political world of the main story, we 
have seen The Boss, The Reformer, The Politician and The Bodyguard doing 
what they have always done, but now without hypocrisy, in a natural and fitting 
atmosphere Best of all, perhaps, we hive seen the shrewd, friendly, essentially 
simple McGinty at a job which is in itself ilmost a definition of his chara' ter " 


The scene, then, properly understood, becomes, as the moving picture 
develops, a commentary on McGinty and the other characters The cheap 
cafe is then natural haunt McGinty is “naturally ” a better bartender than 
he is a governoi, and the political crash which has sent him behind the bar 
m this cheap cafe has put him vvhete he will teally be more comfortable — 
more thoroughly at home 

Action and Character. Action , then, apart from its teference to chaiarte r 
is re latively meaningles s This wordless opening scene tiom the movie — 
even though it is wordless — does not violate the principle Action, even 
violent and exciting action, unless it becomes the action of conciete charac- 
teis, soon becomes tiresome Not even the Western pictuie or the murder 
mystery is able to get by without a certain minimum of chaiacter We aie, 
as human beings, simply not able to get interested in the rnuidei of one 
cipher by another Nor are we interested in mere summanes of action It is 
not enough to know that McGinty, foi example, fell fiom the job of govei- 
nor to that of baitender If it were, the movie’s fust scene (which, we are 
told, is the same as the last) would be enough 

If it is true , then, that p hysical action can becom e diamatic only as it 
becomes Irneaningfuk} we shall have little difficulty In seeing win dialogue 
ls'ot t remendous importance in drama For language is perhaps our richest 
ancTmost subtle means of significant expression Gesture, though it goes 
hand and hand with dramatic dialogue — even the Landor Conversation 
demands gesture when the duchess takes the bishop’s hand — p-estme is ’ 
high fy-h-mu o d . In the first place, the more subtle aspects of facial expiession, ( 
for example, tend to be lost on most of the audience, who sit too fa i back 
fiom the stage to be able to see it cleaily 

By means of the “close-up,” it is true, movies may moie or less oveicome 
this particular handicap. And Mr. Mizener’s comments on the script of 
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2 • Drama and Other Literary Forms 

I N discussing some of the chaiacteristics of dramatic dialogue 
and action, we have said little that is tiue of the drama alone 
The vanous points which we have made apply almost as well 
to all kinds of prose fiction ^In fact, the term dramatic, which comes from 
the noun drama, can also be applied to poetiy, not only to nairative poetiy, 
such as that of Chaucei, which naturally has basic resemblances to drama 
anc^ction, but also to lyric poetry, which is often thought of as being 
quite different from these forms It may therefore be well to observe in a 
little more detail just what chaiacteristics the drama shares with other 
literary forms We will then be ready to see precisely wherein it differs from 
them and how it goes about meeting its own particular problems j 


i DRAMA AND FICTION 

One way to do this is to examine a specific story and a specific poem and 
see how they resemble, and how they differ from, drama Let us take the 
story first 


A SUM IN ADDITION* 

William March 

Collins said “Sure there’s a corkscrew in there You’ll find it chained to the 
wall All hotels have ’em ” And Menefee answered from the bathroom “Well, 
there’s not one in here Look for yourselves if you boys don’t believe me ’ 

“1 hat’s a fine way to treat drummers,” said Red Smith “I’ll write and complain 
to the management” He got up and stretched himself “I’ll look in the closet,” 
he said “Maybe I’ll find something to open it with in there ” 

Menefee came back into the room and put the unopened bottle on the dresstr, 
his head drawn backward and turned at an angle, his eyes squinting up He ground 
out the cigarette that had been burning between his relaxed lips “You boys 
keep your pants on," he said, “I’ll go down and borrow a corkscrew off a bellhop ” 
He put on his coat and went into the hall, closing the door behind him 

Collins sat back and rested his legs on the a acant chair, looking lazily over his 
shoulder at Red Smith Red was pulling out drawers noisily, or standing tiptoe 
to peer at shelves just above his head Then he stopped, picked up something 
and came into the room with it It was a sheet of hotel stationery covered with 
writing and it had been crumpled into a ball and thrown into the closet 

Red opened the sheet and smoothed it fiat, and wdien he had read it, he passed 
it to Collins, a peculiar look on his face “Read this, Wade,” he said 

* From Some Like Them Short by William March Repnnted by permission of Little, 
Brown & Company 
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Collins read slowly, the paper held close to his eyes. At the right of the sheet, 
and commencing it, was the following entry “Cash on hand $17 45 
Then, to the left, were the following entries 


Expenses babyies funerel (about) 

$148 00 

W ifes hospital bill (.about) 

65 00 

Ow e to grocery store 

28 17 

Back Rent (2 mo — make it 3) 

127 25 

Incidentals 

25 00 


$394 4 2 


A little farther down the paper were the following words “Will borrow four 
hundred dollars from Mr Sellwood ” This sentence was repeated, like an exercise 
in penmanship, over and o\er, until the paper was filled with it At first the words 
were written boldly, heavily, and there were places where the pen had broken 
through the paper behind the determination of the writer, but as the writing 
progressed, the man seemed less sure of himself, as if his courage and his certainty 
were fading away The sentences were more perfect here, with an occasional 
mended letter, they were written more slowly, as if each letter were pondered. 
The last sentence was not finished at all It dwindled thinly into wavering illegi- 
bility 

Collins had read the thing through and sat with it in his hands He said sympa- 
thetically “Tough 1 Tough I” then added “He knew he couldn’t work it out He 
knew he was fooling himself, so he crumpled up the paper and threw it in the 
closet ” 

Red Smith sat down, resting his elbows on his knees, his bright, coppery hair 
shining in the light Suddenly he had a picture of a shabby little man sitting in 
this same cheap hotel room, going over his problem, over and over, and finding 
no answer to it Finally he said “Don’t you suppose Mr Sellwood let him have 
the four hundred bucks after all ? Why not f ” 

Collins sighed, the masonic emblem resting on his fat stomach, rising with his 
breath He spoke mockingly “Of course not, Little Sunshine Of course notl 
Maybe our friend went to sec Mr Sellwood all right, but Mr Sellwood said that 
times were hard right then and he had a lot of expenses of his own I guess that’s 
about the way it worked out ” 

Red lifted his alert face “I think you’re wrong, Wade, I think everything 
worked out all right ” 

But Collins shook his head “Not a chance, young fellow 1 ” he said “Not a 
chance 1 ” 

Red replied “Just the s ime, I think Mr Sellwood let him hav e the four hundred 
bucks He was an old friend of the family, you see Then he got a good job for this 
fellow that paid more monev, ind this fellow came back home almost running 
He came up the steps three at the time to tell his wife Everything worked out 
hne for them after that ” 

“Maybe he met Santa Claus on the way home,” said Wade heavily, “and old ' 
Santa slipped the money in his stocking ” Then he said more seriously “The 
fellow who wrote that is sitting in some other cheap hotel tonight still figuring, 
and still trying to find an answer, but he won’t, because there isn’t any answer 
for him to find ” 

The door opened then and Menefee stood before them, a corkscrew in his hand. 
“Everything’s okay,” he said “Everything’s all set.” 
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“We’ll lene it to Menefee,” said Red Smith “Give him the writing, Wade, 
and let’s see whit he thinks ” 

Collins pissed ov er the p iper and Menefee examined it carefully, as if he did 
not understand it, before he looked at the two men, puzzled a little 

* “What’s it all ibout? 1 his don’t make sense to me ” 

Collins shook his head “Good old Menefee Trust him ” 

Red laughed a little and said earnestly “Don’t you see the point, Menefee?” 

Menefee re id the thing through igiin, turned the paper over and examined the 
wntmg once more “I’m damned if I do,” he said helplessly Then a moment later 
he added triumphantly “Oh sure, sure, I see the point now 1 Sure I do It’s added 
up wrong ” 

Red Smith looked at Collins and they both laughed “It is added up wrong!” 
said Menefee, indignant and a little hurt “Eight and five are thirteen and eight 
are twenty-one . seven makes twenty-eight, and five thirty-three — not thirty- 

~-four, like it is here ” 

But Collins and Red Smith continued to laugh and to shake their heads 

“All right,” said Menefee “I’m dumb, I admit it ” He pulled m his lips and 
spoke in a high, quavering voice “Come on, boys let your poor old grandmother 
m on the joke 1 ” He picked up the bottle and poured three drinks into three tum- 
blers, grumbling a little to himself ‘ I never saw such superior bastards in all 
my life as you two are,” he said 

The Method of the Story. This story turns upon a rather simple contrast 
into the humdrum evening of a group of salesmen in a cheap hotel tumbles 
a bit of pure pathos — the itemized list of expenses of some poor devil who 

* had spent an evening in the same loom tiying to figure out a way of paving 
the bills incurred by his wife’s illness and his baby’s death The story de- 
pends laigelv upon contrasts the contrast between the misfortunes of the 
earlier occupant and the relative well-being of the salesmen, between the 
desperation of his evening and the casual gaiety of theirs, between the 
indifFeience which we ma\ expect of them and the actual sympathy which 
they show, between the different reponses to and understandings of the 
note 

i The same hotel room is the scene of two totallv different types of evening 
spent by people in wholly different circumstances Tet the link between 
?hem is more than that of place there is also a certain amount of sympathy 
But the sympathy itself involves anothei conti ast, foi the salesmen are 
not paiticulailv likely souices of sympathv The-v have no personal regard 
for the foimer occupant, they do not even know him And, hunting for a 
corkscrew m order to have dunks, they do not seem hkel\ to be sensitive 
to the “still sad music of humanity ’ 

By using contrast, the author gives the impression of being restiained 
and objective He uses no device to help pump up sv mpathy He lets the pa- 
thetic document speak for itself, he does not “ pla\ up” the pathos b\ choos- 
ing especially sensitive characters or a setting (a Chnstmas Eve scene, for 
instance) designed to catch the reader on his softer side Hence the effect of 
the papei on the chaiacteis seems plausible, and we aie induced to respond 
in like manner In this connection, notice the authoi’s use of Menefee, who 
is honestly puzzled by the note and can see nothing in it but a mistake in 
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SIDNEY HOWARD 


father mosee. I know one old man 
who married a young woman an' she 
carried on with a stage drived 

tony, Dio mio! 

father mckbb. He had knowed her 
ah her life, too, an’ you ain’t knowed 
your Amy more’n ’bout five minutes. 

tony. Ees no matter. 

fathhh mckee. An’ I know another 
fellow who married one of them city 
girls like your Amy without bein’ 
properly acquainted an’ she turned 
out to he a scarlet woman. 

tony. My Amy don’ do dat. 

(ah cbb enters from kitchen with 
two glasses and a bottle of wine.) 

father mc see. Ain’t you just now 
been tellin me you're scared of her 
seein' Joe? 

tony. No, by God! 

fathbr mc ebb. Joe ain’t the only 
young fellow around, either! 

tony. Young fellas is no matter. 
Only Joe. An’ I ain* scare’ over Joe 
excep’ for special reason. You tell 
Joe, Padre . . . (He is returning 
to his old subject, but the wine dis- 
tracts him ) Ah-h-h! 

father mckee. Why didn’t you get 
married forty years agp? 

tony. I think you know verra good 
w*y. Ees because Fm no dam’ fool. 

. . . W en I’m young, I got noth- 
ing. Fm broke au da time, you re- 
member? I got no money for havin' 
wife. I don want no wife for mak* 
her work all da time. Da's no good, 
det Da’s mak’ her no more young, 
no more prettb Evrabody say Tony 


is crazy for no’ havin’ wife. I $ay 
Tony is no dam’ fool. Wat is hap- 
pen? Pro’ibisb’ is com’. Salute! (A 
glass of mne. ah uni: has returned 
to his kitchen) An’ svat I say? 1 say, 
“Ees dam’ fool law. Ecs dam' fool 
fellas for bein’ scaic’ an’ pullin’ up 
da grape’ for tryin’ gtovin’ swa- 
thing different.’ Wat rm doin’? Fm 
keep the grape, eh? I say, “1 come in 
decs country for gro.viV da grape! 
God mak’ dees cou.itiy for growin’ 
da grape! Ees not for pio’ibish’ God 
mak’ dees country. Ees for growin’ 
da grape!” Ees true? Sure ees true! 
( Another glass of wine) An’ w’at 
happen? Before pto’ibish’ I sell my 
grape' for ten, maybe twelve dollar^ 
da ton. Now I sell my grape' some- 
time one hundra dollar’ da ton. Pro- 
‘bish’ is mak’ me vena rich. ( Another 
glass of wine) 1 got my fine house. 
I got Joe for bein’ foreman. I got two 
men for helpin’ Joe. I got one Chink 
for cook. I got one Ford car. I got all 
I want, evratbing, ex.ejf only wife. 
Now Tm goin’ have wife. Verra nice 
an’ young an’ fat. Not for work. No! 
For sit an’ holdin’ da hands and hav- 
in’ kids. Three kids. (He demon- 
strates the altitude of each) Antonio 
. . . Giuseppe . . . Anna . . . Da’s 
like trees an' cows an’ all good peo- 
ple. Da’s fine for God an’ evrabodyl 
I tell you, Padre, Tony know Vat 
he want! 

father mckee. Whatever made you 
think a man of your age could have 
children? ( This staggers tony) I 
tell you, Tony, it ain’t possible. 

tony. Eh? Tony is too old for havin’ 
kids? ^ I tell you, Tony can have 
twent* kids if he want] I tell you 
Tony can have lads Ven he is one 
hundra year' old. Dio miol From da 
sole of his feet to da top of his hat, 
Tony is big, strong man! I think I 
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Now obviously the preparatory discussion of the note has to take place 
when Menefee is out of the room, and Menefee must be got out of the 
room — not in a forced or unnatural way but by a well “motivated” de- 
- parture (later we shall discuss motivation at length). This is an ever-present 
v problem in drama. Menefee goes for a corkscrew, and his departure seems 
perfectly plausible. But the plausibility is not an accident. March makes 
the departure seem logical by opening the story with a search for the cork- 
screw, and thus prevents the search from seeming an awkward afterthought, . 
an expedient dragged in after the main business has been introduced. And 
the paper with the expenses, instead of being a starting point, also comes 
in very smoothly as a product of the hunt for the corkscrew. This very 
skillful management of materials shows exactly what the dramatist must 
do i n articulating the parts of his play. 

Hence this story might seem easily convertible into a play: we could 
have a single scene in a hotel room, and the three characters could speak 
most of the lines almost as they are given in the story, with Menefee going 
out and returning at the proper time. There would be no serious mechanical 
problems. But we would soon be aware that something was missing, that 
the dramatic version was a good deal less effective than the story version. 
Now, if we can see how a story so like drama still does not work very well as 
drama, we have taken the major step toward understanding the problems 
peculiar to drama. 

The Difference Between Story and Play. In the first place, the story has 
very little “action”; what goes on consists almost entirely of the comments 
of the characters on a situation. No t much happens overtly. The charact ers 
talk abo ut a situation instead of p articipating m it ; they are not really in- 
flu encecT'bv it, and so what we have is a kind of photographic glimpse o f | 
Static characters- The story is in this respect not unlike T.andrrPs Conver- 
sation: characters are exhibited, and a general commentary on human 
experience is implied. But, in general, drama apparently works with g reate r 
< su ccess when characters act out a situation themse lves instead pf merely! 

viewing it, even though they be very div e rse an d significant spectators. \ 
^ . SecondTwe should Tiave to leave out one of the most important “charac- 

ters” of all — the crumpled sheet of paper. Of course, the characters could 
tell us about it, but this second-hand presentation would deprive it of 
almost all vitality, besides being extremely awkward. The illiterate spelling 
tells us much about the man who wrote the note and has much to do with 
our ability to visualize him imaginatively. We should have to leave out the 
fact given to us so vividly, though unobtrusively, in the story, that the line 
. “Will borrow four hundred dollars from Mr. Sellwood” is first written 
*7 boldly and heavily, then less confidently, and finally in its last form was 
left unfinished. The sentence, "It dwindled thinly into wavering illegi- 
bility,” a detail which suggests so eloquently the writer’s final despair, we 
should have to forego entirely. One of the men could describe this, but we 
would then see it through him rather than directly. Further, it would have 
to be a cruder description, for the author’s neatness and precision would 
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be out of character in the men. Yet this one piece of economical literary 
expression is very useful in a story made up mostly of the colloquial dialogue 
of rather unpolished people. 

Third, vve should have to leave out — or else present very awkwardly in 
Red’s words — the insight into Red’s mind which the author uses: “Sud- 
denly he had a picture of a shabby little man in this same cheap hotel, going 
over his problem, over and over, and finding no answer to it.” The loss 
might not be fatal, but the omission of the passage, which establishes the 
concrete form of Red’s imaginative sympathy with the man, might reduce 
the plausiblenefs of the sympathy. T his passage shows what the omniscien t 
author can d o that a dramatist cannot do: give a direct, im mediate account 
of mental operatio ns. 

In summary, we may observe that the second and third points are really 
amplifications of the first: b ecause of wha t it ca nnot do. drama deman ds a 
more_flyert form of action Th e ability ot fiction to describe setting and 
properties of all kinds, to lookTsoth at the outer world of things and the 
inner world of the mind, to shift easily from present to past, means that it 
has a variety of resources with which to take an apparently slight or trivial 
situation and extend it, as it were, into a much fuller and richer meaning. 
It can take a difference of attitude which appears only at the level of casual 
conversation ( A Sum in Addition) and give it dramatic substance. La cking 
all these devices, drama must present the difference of attitude in an actua l 
^jcl ash ot character, Where the words are not merely descriptive but are ac- 
co mpaniments ot action or indications of action to com e. 

Anotner Story. Now take another kind of story, de Maupassant’s A 
Piece of String, which can easily be made available for the student on 
the reserve shelf. It has more “action,” but it presents still greater diffi- 
culties than A Sum in Addition to the dramatist. The action is in at least 
ten scenes, some of them “moving,” and several requiring lengthy descrip- 
tion. First we see people on “all the roads around Goderville” and then 

in the public square of Goderville.” Maitre Hauchecorne finds the piece 
of string- a most important scene — as he is “directing his steps toward 
the public square. Then we have street scenes, an inn scene, and a scene 
at the Mayor s; and “moving scenes” as Hauchecorne moves about 
Goderville and Breaute talking to people. In fact, up until the deathbe 
scene, nearly all the action is of this kind. All this would provide insupei 
able difficulty to the dramatist. He could not deal with the large number ot 
scenes without greatly expanding the materials; he could not do the crowd 
scenes which de Maupassant describes at length to establish the psycho- 
logical and ethical atmosphere; he could not show Hauchecorne traveling 
around and buttonholing everybody to protest his innocence— a most im? 
portant part of the story. Note also how many explanations there are about 
what goes on in Hauchecorne s mind — all very difficult to get into dialogue 
form. 

Here, then, are further differences between story and drama. And we 
can easily imagine another type of story in which there is extended com 
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meat by the author or a great deal of direct psychological analysis. Ob- 
viously drama would have to attack the subjects of such stories in a com- 
pletely different way. Does this mean that dram a is a cruder or less_efEective 
fo rm than ficti o n - ? Not at all. It simply means that drama is a highly 
specialized form of literature which can do some things supremely well but 
which must handle matters in its own way. As we shall see, it has some 
positive advantages; but perhaps we can best learn about it at the start 
by looking further into what it cannot do. 


k 

2. DRAMA AND POETRY 

To understand further the special ways in which the drama works, we 
'may do well to compare it with another literary form, poetry. Here, the 
contrast is not quite on the same footing as that between fiction and 
drama. For, as we shall see later, drama and po etry can b e c ombine d. We 
may have, as in the plays of Shakespeare, great drama which is also great 
poetry. Yet the comparison between the treatment of a theme in drama and 
the treatment of it in a lyric poem may tell us much again about the nature 
of dramatic statement of theme. 

TO A MOUSE 

On Turning Her up in Her Nest with the Plough 
November, 1785 

Robert Burns 
1 

Wee, sleekit, cowrin, tim’rous beastie, 

O, what a panic’s in thy breastie! 

Thou need na start awa sae hasty 
Wi’ bickerin brattle! 

I wad be Laith to rin an’ chase thee, 5 

Wi’ murdering pattle! 


■' I’m truly sorry man’s dominion 

Has broken Nature’s social union, 

An’ justifies that ill opinion 

Which makes thee startle 10 

At me, thy poor earth-born companion 
An’ fellow mortal! 


3 

I doubt na, whyles, but thou may thieve; 

What then? poor beastie, thou maun live! 

I. sleekit, sleek. 4. bickering brattle, sudden scamper. 5. laith to rin, loath to run. 6. pattle > 
paddle. 13. whyles, sometimes. 14. maun, must. * 
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A daitnen lcker in a thrave l 5 

’S a sma’ request, 

I’ll get a blessm wi’ the lave. 

An’ never miss ’t 1 


4 

Thy wee-bit housie, too, in rum 1 
Its silly wa’s the win’s are strewm' 

An’ naething, now, to big a new ane, 

O’ foggage green 1 

An’ bleak December’s win’s ensuin 
Baith snell an’ keen 1 

5 

Thou saw the fields laid bare an’ waste, 

An’ weary winter comin fast, 

An’ cozie here, beneath the blast, 

Thou thought to dwell, 

Till crash 1 the cruel coulter past 
Out thro’ thy cell 

6 

That wee bit heap o’ leaves an’ stibble. 

Has cost thee monie a weary nibble 1 
Now thou’s turned out, for a’ thy trouble. 

But house or hald, 

To thole the winter’s sleety dribble, 35 

An’ cranreuch cauld' 

7 

But Mousie, thou are no thy lane, 

In pros mg foresight may be vain 
The best-laid schemes o’ mice an’ men 

Gang aft a-gley, 40 

An’ lea’e us nought but grief an’ pain. 

For promis’d joy' 

8 

' Still thou art blest, compared wi’ me' 

The present only toucheth thee 

But och' I backward cast my e’e, 45 

On prospects drear' 

An’ forward, tho’ I canna see, 

I guess an’ fear' 

The Method of the Poem. The theme of Burns’s poem is closely related 
to that of March’s story the imaginative response to misfortune But while 
in the story we have a dialogue about the misfortune, with different degrees 

15 daimtn icker in a thrave, occasional ear in a shock 17 lave, rest 21 big a iieai ane, 
build a nov one 22 joggage, grass 24 baith snell, both sharp 34 But, without hald, dwelling 
3a thole endure 36 cranreuch cauld, hoar frost cold 37 no thy lane, not alone 40 Gang aft 
a gley, go often awry 


25 
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of comprehension of it, Burns’s poem takes the form of a meditation upon 
the misfoitune Both are diamatic the stor\ because of the conciete situa- 
tion and the conflicts implied by and growing out of it, the poem because 
^ it also grows out of a special conciete occasion and because the meditation 
is addressed to the mouse In fact, the meditation comes close to doing 
what Browning’s dramatic monologues do, that is, introducing b\ impli- 
cation the responses that the other charactei m the dialogue makes or might 
make At least the plowman does imagine what goes on m the tin\ cieatuie’s 
brain as it scampers away, and he goes on to make an apologv as if the 
mouse actually weie listening and could understand it The apology is 
clearly on the whimsical side, but it is senous too, as we shall see But fiist 
we should stress the whimsicalness or amusement of the speakci, the fact 
»Vthat, although he recognizes the pathos of the mouse’s situation, he does 
not stress the pathos in a way that would pioduce a sentimental effect 
For one thing, the speaker’s attitude is essentiallv intellectu.il he is in- 
terested m the meaning of the situation lathei than in the feeling it evokes. 
He does not express pity merely toi the self-indulgent pleasuie of feeling 
pity, the pity is, so to speak, meiely introductoiv to the act ol ieflection 
As early as stanza 2, Burns introduces a philosophical geneiahzation which 
immediately lifts the poem out of the tealin of meie “emoting ” Then, too, 
if the speakei were a mere man of feeling, we might expect him to do some- 
thing about remedying the mouse’s situation so that he could enjo\ the 
(►feeling of kindness, instead he accepts the situation as an accomplished 
fact, a subject for reflection (Consider a similar device for the avoidance 
of sentimentality in A Sum in Addition ) 

Second, the possible pathos is reduced by the humor of mcongruitv , which 
is very unobtrusively but clearly at work in the poem The man addresses 
the tiny mouse — in part at least — as an equal The man is lepresented as 
interfering in the life of the mouse, instead of vice versa, as is the usual 
view The mouse has an “ill opinion” of the man instead of the leverse 
The mouse is afiaid when he need not be This use of conti adictions is a 
r clear reversal of the sentimental, which depends upon familial, expected 
' responses The author even carnes his use of the incongruous into fuithei 
details m the poem the mouse has not only a house but also the huma/i 
quality of “foiesight ” This is obviously in the mode of vh.msv 

Finally we must note certain woids which contnbute to the effect such 
words as zvee, beastie, housie, silly Thiee of these woids aie diminutives, a 
type of word often used with sentimental effect But m view of the poet’s 
objectivity — that is, his keeping his distance — and in view of his use of 
^-incongruity, these w'ords actually contribute to the effect of humor It is 
' an affectionate humor, with a touch of condescension, but it is cl“aily not 
a way of stressing the “dearness” popular with sentimentalists 

If the poet weie conceined onlv with feeling, there would not be much to 
do after the hist stanza except lepeat But since, despite the whimsy, he 
has a serious comment to make, he can now go on with the development of 
his theme His initial method is unusual, almost startling he identifies him- 
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self with the mouse-, despite the break between them. “Nature’s seual 
union’’ openly states the bond; the idea is reinforced at the end ot srar.za z 
with “me, thy poor, earth-born companion.” Stanza 3 continues the theme 
by minimizing man’s case against the mouse as a thief. Stanzas 4, 5, and 6 
do two things: they present the fact that the mouse, like man, must have a 
house for protection against the weather; and the details make his plight 
concrete and real for us. 

If this method seem far-fetched, it may be useful to recognize that Burns 
is only doing what Walt Disney has done on a much more elaborate scale 
with Mickey Mouse: Mickey is a mouse in form but otherwise is wholly 
endowed with human characteristics. He gives us a detached way of looking 
at ourselves, just as Burns’s mouse provides the poet with a new way ol 
looking at human experience. •• 

The Climax. Now observe how the method is used at the climax of 
the poem: the final identification of man and mouse is in the possession 
of foresight and in the ironic experience of finding that the “ best-laid 
schemes . . . Gang aft agley.” (The imaginative success of the comparison 
is suggested by John Steinbeck’s use of the phrase “of mice and men” as 
the title of a novel . ) 3 oth are victims. But, as we have seen, the endowment 
of the mouse with foresight is whimsical rather than a piece of serious 
psychology. For suddenly the whimsy is dropped; bare fact intervenes; the 
mouse, of course, does not have human foresight. “The present only 
touches thee.” The mouse is the gainer; his absence of imagination is his . 
comfort. Here Burns reverses his method: man and mouse change places. 
Earlier, man’s experience was used to interpret the mouse’s; now, the 
mouse illuminates man. The man who was formerly superior suddenly 
becomes worse off; he suffers, not in one, but in three dimensions — past, 
present, and future. 

In summary, we may say that the last stanza very neatly does three 
tnings: 1. As we have seen, the note of whimsicality gives way to a deepei 
seriousness; 2. Attention is shifted from the mouse; to exploit the mouse 
further might seem forced, precious, disproportionate — and thus senti- 
mental; 3. Attention is shifted to the man, who is the only really defined 
character and therefore the really important figure in the poem. The three 
functions work together: the seriousness of the man’s situation gives point 
to the sympathy for the mouse and prevents the whimsy from seeming mere 
triviality; yet that the man’s situation, the really important issue, can be 
presented with the partial amusement evoked by the mouse’s misadven- 
ture, keeps the man’s attitude to himself from seeming strained and 
sentimental. ( 

The poem can be said to be dramatic in these ways: the emotion springs 
from some definite occasion; the play of thought and feeling is developed 
in terms of the occasion (rather than expressed in abstract terms); and the 
poet’s attitude to the situation is carefully controlled, even involving 
dramatic shifts and sharp reversals (that is, it does not get out of hand, 
becoming sentimental, vague, or monotonous). 
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Exercise: Wordsworth’s Lines Written in Early Spring is another poem written 
on the same theme. Is it closer to or farther from drama than To a Mouse? 

f- The Poem Compared with Other Forms. Much good poetry is dramatic 
> i n the sense that Burns’s is, a nd i t is well to remem ber that these qualities 
which we call “dramatic” are important in all great literature. Yet, quite 
obviously, the poem differs sharply from froth fiction and drama in the ways 
in which it get its effects. Burns’s poem has even less of overt action than 
March’s story, and less development of character in the usual sense of the 
word — a point sharply outlined for us by the similarityof the themes (in each 
case sympathy for another being is accidentally aroused. Because the crea- 
ture in the poem is not human, the point is made more emphatically, but the 
poet’s problem is more difficult: he must so develop the mouse’s situation 
" as to make it an adequate symbol of man’s). The special quality of char- 
acter on which both depend is the imaginative sympathy necessary to grasp 
the “meaning” of the misfortune which is encountered. The story shows 
this sympathy in two characters and its absence in a third, who are pre- 
sented largely by dialogue and with little interior monologue and little 
direct handling of symbols. In the poem we have only the single character 
who speaks almost entirely to himself; the writer works rather through 
the situation of the mouse, which, by close control of imagery and rhythm 
(which we have not analyzed here), he develops into a rich and exact symbol 
of the position of man in the world. 

*■ It is obvious, then, that turning the poem into a play would present much 
greater difficulties than dramatizing the story. For, in the accepted sense 
of the word, no thing “happen s.” The action would be so slight as to seem 
meaningless; "it would suggest a pretentious author. The meditation — 
which would be the “dialogue” of the drama — would seem of too trivial 
origin, and hence forced and sentimental. There is “drama” in the poem — 
in the shifting of moods and the conflict between attitudes; but it is too 
inward to find adequate expression in the types of symbol which the drama 
uses. In the poem Burns gives this material a wide meaningfulness, whereas 
^ in the drama it could be saved from triviality — for it could be used — only 
J bv appearing as related to some more outward action. The man’s medita- 
tion, for instance, might conceivably influence some decision which he was 
going to make. Drama and poetry are both co n cerned with pres enting 
si tuations which will'be meaningful. Poetry uses imagery, rhythm, symbol s,^ 
st atements, as the words of t he author or of some charac ter, sp oken to 
h i mself or to someone else. Drama depends almost entirely o n w hat peop l e 
. do and sav to each other: meanings, thought, feelings must in the main b e 
^extern alized in con duct (t hough the conduct need not be violen t or se nsa- 
tionalj! 

— We have already remarked, however, that the differences between drama 
and poetry are in general not quite on the same level as those between drama 
and fiction, for actually great drama and great poetry can be united, as in 
the works of Shakespeare. Perhaps we can now begin to understand why 
this is so: in Shakespeare’s great dramas the methods of poetry — a more 
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intense treatment of imagery, rhythm, etc., than we ordinarily find in 
prose — every where work with and support (and are supported by) th*v. 
means appropriate to drama: characters acting and speaking in situations 
which involve intense conflict. 


3. THE ELEMENTS COMMON TO DRAMA 
AND OTHER FORMS 

We can see, in conclusion, that drama, fiction, and poetry have certain 
common elements, characteristics which distinguish literature from such 
types of writing as history, biography, philosophy. All the forms of liter- 
ature, we may say, present a situation,” which stimulates the reader’s 
imagination and thus leads him to apprehend the meaning or meanings 
latent in it. The situation is specific; but the significance is more extensive: 
it is “general.” The situation is meant to elicit certain emotional responses, 
which the author is expected to control by means of his materials (for 
instance, the other men’s laughing at Menefee, Burns’s use of the mouse’s 
“foresight”). The situation may be developed by contrast: we see it in 
Landor’s Conversation, in the movie script, and in Burns’s poem, and we 
shall shortly see it used very sharply in Oscar Wilde’s Lady Windermere’s 
Fan (in fact, as contrast is intensified, developed in emotional terms, and 
made overt, it becomes the conflict that we especially associate with 
dramai. In drama and story, the situation involves characters talking and 
acting; poetry may, and often does, use the same materials- The action may 
be inner or outer, physical or psychological, or a combination of both, with 
different effects and to fit the medium. An ingredient in the situation is 
setting: Burns’s poem is as closely identified with a rural scene as is March’s 
story with a hotel room and as Wilde’s play is with English upperclass 
homes. “Finally, drama and poetry use the same devices of language (imagery, 

E tc.), and drama and story share certain technical devices: focusing the 
eader’s attention, preparing for subsequent effects, “motivating” the 
ccurrences which develop the situation. 


4. THE DIFFERENCES BETWEEN DRAMA 
AND OTHER FORMS 

As we have seen, £ h l dramatist cannot himself take a hand as can the 
n ovelist or poet . The latter two, oF course, are governed by the effects they 1 
wish to produce; but the dramatist is restricted in a very special sense. 
For,/w hereas poetry may use characters speaking and fiction does use 
dialogue*a good deal, drama can do nothing else he author cannot intrude, 
unless a certain character acts as his mouthpiece; and this device is likely 
to be prohibitively awkward. Hence a vast amount of mat erials accessible 
to fiction and poetry are not accessible to drama./ ~ ~~ 
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1. There can be none of the direct description — of persons, places, sounds, 
sights, smells — upon which both fiction and poetry heavily depend; the 
characters’ speeches can do little of this without becoming strained and 
implausible. As we have seen, drama has no way of letting us see directly 
the letter so important in March’s story; this is true of many other such 
materials. In acted drama, of course, we have costumes, settings, and 
“properties”; but drama as literature has no such appurtenances. The 
absence of a technique of description will account partly for the fact that, e' 
in g eneral, drama is much less free than fiction in making changes in place. 
As a problem either of practical stage-craft or of literary technique, the 
presenting of a number of places is of more trouble than value. It can 
hardly be done unobtrusively, and if not expert, it can interfere with the 

■r central dramatic effect by distracting attention from*the human conflict.* 

2. There can be no d irect comments by the author, on the meaning of an 
action, a situation, an expression, a gesture, and so on. If made by a char- 
acter, such comments are likely to be very awkward. It would, for instance, 
be most difficult to get into a dialogue de Maupassant’s comment on 
Hauchecorne: “. . . with his Norman cunning, he was quite capable of 
doing the thing with which he was charged.” Thus o ne whole nierho d-o£ 
giving clues, of suggesting d eeper and richer mean ings, is op t. 

3 . ~There~ rairbe~ littl e direct u se of action that i s pu rely mental or psy- 
c hological; s ome direct mentafprobing can be done, as in Shakespeare’s 

rsol iloquie^ but in ee neiaLthiS-wiltjTaye to be occasiona l and subo rdinate, 
ugen e (TNeilllhas tr i ed to circu m vent t his diffi culty by introducing a new 
Ion: each character speaks not only the usual_ li nes to o t her cha rac- 
ters But also speaks"K is own thoughts aloud, Tthemg und erstood that diese 
lines are heard only, by the^audience.) The "drama has no convenient way 
of leffthg us see Smith’s mental picture of the man in debt, which March 
gives in a sentence; of letting us grasp the unuttcred sensations and half- 
reflections of Hauchecorne in A Piece of String; of presenting the whole 
substance of Burns’s poem; of using the “flashbacks” by which both fiction 
hand the movies can skillfully present, simultaneously, both present and 
• past time. All this does not mean that drama is not concerned wit h psy- 
chological action; far from it. But this action must come in the outer forms 


of dialogue and action, and what lies behind them must iiLgenera 
only by Implication. Poetry can deal directly with an inward situation; 
drama requires a more peTceptible kind'.p flmb vementT 
This catalogue^MiiiiitaTTonTTIiction, we notice, comes closer to drama 
as it gives up its own special prerogatives) may make drama seem only a 
Jddnd of literary shortcut, leading to blunt effects and incapable of much 
icompleteness or subtlety. But it is clear that poetry and fiction, for all 
their greater resources, may, and often do, produce crude and ineffective 

* A marked exception is tlie practice of the Elizabethan drama, in which the use of a 
great variety of scenes was common. But in the Elizabethan theatre, scenery was at a mini- 
mum, and the change of place was effected largely by the imaginations of the audience. 
Here one can observe the principle of the “conventions of the theatre” in very extensive 
use. For a fuller discussion of conventions, see the Glossary. 
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work. It is less the wealth of materials than the skill of the user that is im- 
portant. In proper hands, drama can make its own way very effectively. 
For instance, the very fact of its limitations (in extent, in ability to cover 
great reaches of time and space and to includ e large numbers of_fullv d e 
yelopej characters! gives it a special kind of concentra tion of effec t . 
att ention is tocifced on~a relatively^ small area lot human experience an d 
held there firmly until it has been completely explored. We may extend 
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3 . Special Problems of the Drama 

J ust as the drama has certain characteristics in common with 
other literary forms, so the dramatist has certain problems 
in common with other writers: he must find concrete wavs of 
saying what he has to say; he must find specific situations through which* 
he can control the responses of the reader; he must explore and develop these 
situations; he must find and develop characters who give a sense of reality.. 
But because of the differences of drama from other forms, the dramatist 
must face certain problems. The proble ms arise ouyj^the two main aspects 
o f dram ay^th e fact that it is li mited in_s.cop£, arTqgtne fact-that It work-s- 
entirely through^ dialogue. 

In fheoTy7 there is perhaps no reason why the drama should not be as 
long as a writer may choose to make it. In the twentieth century both 
Thomas Hardy and E ugene O'Neill have used the dram atic form in compo- 
sitions which have far exceeded the traditional five, f our, or three-act 
length. B ut the fac t is that these are striking exceptions to a remarkably, 
cons istent practic e. The length of drama has always been largely deter- 
mined by thetwo or three hours conventionally allotted for public per- 
formance; and the influence of this form has been so strong that even 
writers of “closet” drama (plays not intended to be acted) have largely 
adhered to it. What we must now do is see what special characteristics the 
drama takes on because of this generally accepted limitation.* 


1. PROBLEMS OF SCOPE 

The Dramatic Situation. First of all, then^ th£ dramatist must find a 
special kind of situation — one that is compact of its own nature or that can 
be made compact without vital loss. Selection ” is an important principle 
in the creative process of every aitist, but the dramatist must utihze.it 
most rigorojigly. He must get down to the baie center of a situation. Hamlet 
does not start with the original plot against Hamlet’s father, nor Lady 
Windermere’s Fan with the original difficulties of Lady Wmdeimere’s 
mother. In both works the experiences of the parents are quite impoitant, 
and a novelist, for instance, might easily use them at length. But the plays 
must stick closely to the present and bring in the past only by suggestion. 


y 


* It is beyond the scope of this book to investigate whether the conventional length of 
1 drama has some justification more fundamental than theatrical practice Such a conclusion 
is supRested by the general adherence of closet diama to this length To have mou. than 
experimental existence, a longer drama would have to prove itself a better medium of ex- 
pression than (t) the three-to-five act drama and (2) the average-length novel. Ihis it has 
pot yet done. 
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Drama works at the height of a situatio n; it must ignore earlier and later 
ramifications; it a situation does not have or cannot be made to have some 
high point, it is not a good one for drama. An obvious corollary is that the 
dramatist must work with relat ive rapid ity; he must use fairly , Jjeayy 
emphasis in each step; he must cut out^ev ery p os_sThle_ suggestion of waste 
motion./ 

TKF student will recall, of course, that Shakespeare wrote a number of 
“chronicle plays” and that other dramatists have subsequently attempted 
to present rather complete dramatic records of men’s lives. This kind of 
drama can, of course, be written. It is certain, however, that the problem 
is very difficult; that from such materials it is almost impossible to put 
together a "tight” and concentrated play; and that the few successes in the 
genre are triumphs of genius against all the probabilities. It would be im- 
possible. for instance, to make a good dramatic version of Dickens’s Tale 
of T::-o Cities. It is worth noting, in this connection, that Shakespeare’s 
chronicle plays are less distinguished than his tragedies, which deal wi h 
material much more limited in time. I n the latte r he foll ows the ge neral 
dra mati c practice of restricting himself to the heart of a situation , the ex- 
| plodlu g^poinTTrf-a^corrffi c^ y 

Number ofCharacter|*ffi imil arly the dramatist is much more limited than 
the novelist in the number of characters he can use. In much fiction, of 
course, as in drama, the conflict tends to shape up between two, or among 
several, main characters. But while the novelist is under no obligation to 
accept such a form, the dramatist must center his main action in a charac- 
ter or two. For this reason it is most important that he select the right kind 
of “lead,” that he recognize clearly just what the issue is and whose actions 
are really significanj/flater we shall see in Ibsen some tendency to lose sight 
of the main center of action and thus to get our attention focused on the 
wrong character). Perhaps we may express it thus: e ach character hears a 
g reater symbolic weight than in fiction. For there is nothing (except sheer 
inability to utilize them advantageously) to hinder the novelist from de- 
veloping as fully as he pleases as many characters as he pleases. In Dickens 
we often find numerous “main” characters, and in our day there has been 
developed the “multiplicity” novel involving the use of multiple points of 
view (e. g., Huxley’s Point Counter Point). This the dramatist cannot do. 
If, like Wilde in Lady Windermere' s Fan, he wishes to present a group of 
people (Society) whom he sees as not homogeneous but diverse, he will need 
a number of different characters to indicate the diversity, and his problem 
becomes thisyif he uses as many characters as he wishes, they may be 
blurred because of inadequate treatment; if he uses a small enough numbei 
to permit some fullness of presentation, he may not create the variety he 
desires/Tou will shortly observe how Wilde copes with the problem. At 
any rate, the more numerous the characters, the more subordinate will 
most of them become; you will notice that the idea of mi nor or “support- 
ing "character s is one which we associate principally with drama, not w ith - 
fiction. Such characters exist purelv m relationship to someone else’s situa- 
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tion In Di\ den’s All for I o e, for example, the Roman general Ventidius 
has little to do besides tit to get Anton\ awav from Cleopatra He has no 
independent existenee, sueh as he might well have in a novel 

Place^lhe diamatist does not have the piacticallv complete heedom in 
the use of place that the cinema and the not el do While in thcoit he is 
not lestncted, in actual piactice he finds it expedient to lestnct himselQA 
tigl tit eoncentiatcd piece of action involving a limited numbei of charac- 
teis is not noimally spiead ovei a dozen diffeient places, 1 e , the moie pro- 
ti acted and inclusive m action, the moie piobable it is that it w ill have 
ramifications and echoes in diffeient places, but the moie it is cut dottn to 
climactic events, the moie hhel} it is to be concentrated m a smallei num- 
bei of places The action mat be appropnate to some geneial locale, which 
will be automatically deteimined foi the diamatist (the action in Macbeth 
is obviously going to take place largely m Scottish castles) But then the 
dramatist must decide on which specific spots to use and must so work out 
the episodes that they will occui logicalh at these spots As a pait of his 
geneial problem of motivation, he must make the leader feel that the 
piesence of characters at given spots, and then movement fiom one locality 
to anothei, is thoroughly logical The moie limited he is in space, the greater 
the demands of this kind that will be made upon him The ironic fact for 
him is that if he does this well, we do not notice it, but if he does it badly, 
we feel that he is moving cha'acteis about aibitranly and thus interfering 
with the effectiveness of his pla} 


2 PROBLEMS OF DIALOGUE 

Further special pioblems anse fiom the fact that the dramatist must do 
even thing in dialogue As we have aheady seen,|the dialogue must both 
chaiacteiize and lead on towaid futuie action, it must be piogiessive J In 
addition to stnving foi this fundamental quality, the dramatist must face 
other problems of stiuctuie and method that anse fiom his dependence on 
dialogue 

Progression. Considei, foi instance, the need of the dialogue to be pio- 
giessive In each scene the lines must not on!} be developing the situation 
with which that scene is concerned, but the} must also be quietlv duecting 
us towaid the futuie — quictl} and vet rapidly, for we cannot have the 
leisuieliness peinntted by the amplitude of the novel A Scene that in a novel 

* There once was an influential theory, known In the term “unity of place,” which held 
that all the action of a drama had to occui in one place (variously interpreted as being one 
cit\ one budding, or one room) One justification of the theory was that change of place 
would seem improbable to the audience Samuel Johnson pointed out, however, the 

1 11m in imagination is perfectly capable of making such transitions m place But frequent 
change of place is likelv to serve as a distraction, to make the action seem broken up into 
paits instead of unified and thus to undermine concentration of effect Shakespeare s e\- 
trioidinaiv abilities enabled him to hold plays together despite unusual freedom in changing 
scenes But two things aie noteworthy i The gieit tragedies are relam eh compact in 
respect to place, 2 Even at his freest, /Shakespeare is still more restricted in use of place 
tha novelist or moue-wntei would be 'l 
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might be an illuminating extension of the central action might in a play be 
only static, l'he dramatist is under pressure. But he cannot make his scene 
anticipatory in an artificial or strained way. In a melodrama we may accept 
a character’s saying, “You will hear more of this later on,” but in a play of 
serious intention that would be unbearably clumsy. Note how, in Lady 
Windermere’s Fan, all of Act I points easily ahead toward Act II. For Act II 
presents a ball which various people are anticipating and to which they can 
therefore refer without giving the impression that the author is awkwardly 
pointing a finger ahead. 

Exposition. The problem of dealing with the past, faced by all writers of 
narrative, becomes specialized when the sole medium is dialogue. This is 
the problem of “exposition,” that is, of acquainting us with the back- 
ground facts and the starting situation from which the main action moves 
forward. Fiction-writer and narrative-poet can begin with direct exposition 
or interpose it later, and fiction and cinema can both utilize different kinds 
of flashbacks. In drama the characters themselves must let us know V'hat is 
what, and they must do it while they are talking about something else 
They cannot inform us directly lest they speak for the author instead of 
themselves and thus get “out of character.” What any person says must 
be consistent with his character generally, and -with what he knows and 
what his auditor or auditors know. If characters are to be plausible, 
they cannot say things that to them would be stale or superfluous in 
order that the reader may secure certain information. The information 
must be implied in lines which. are looking ahead rather than back; the 
dramatist must constantly keep two purposes in mind. He cannot make 
A. say to B.: “You remember, you came over to my house yesterday 
and gave me this subscription blank to sign and said that I should get it 
back to you by 2 o’clock this afternoon.” This is easy exposition but entirely 
unnatural speech (unless we conceive of A. as making a statement of the 
facts for the sake of legal record). A. would probably say, “Well, here’s 
your paper. I’m not giving you much, though.” The reader must still find 
out the meaning of the paper, but the words “not giving you much” give 
him the clue from which he starts to make inferences. 

The Use of Informative Devices. To a certain extent, presumably, the 
dramatist may attempt the use of devices which, as we have seen, work 
more easily in fiction — descriptions, comments, glances within, and other 
such clues. Older stage conventions (see the section on Conventions in the 
Glossary) gave him some help here; a good deal of “steering” could be done 
by the “aside” and by the solitary speaker’s lines which were less a solilo- 
quy than helpful hints to the audience. These are less reputable now. But 
even in their heyday they could not be used without limit; the dramatist 
had to depend on his standard dialogue to do double duty. As we have seen, 
description and comment are difficult, for, like everything else, they must 
not be obtrusive but must be consistent with character and situation. 
(Occasionally we find a character whose chief function is to interpret — like 
Enobarbus in Shakespeare’s Antony and Cleopatra. But he is the exception 
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rather than the rule.) The author’s problem is to find circumstances under 
which explanatory lines — ones that are meant especially for the enlighten- 
ment of the reader — can come in without offending our sense of probability, 
or, still better, without our being aware of their presence. Ben Jonson 
manages this rather well in Volpone, in which Volpone, supposedly on his 
deathbed, is visited by a series of men who hope to be remembered in his 
will. Before these men come in, Volpone and his servant Mosca discuss 
them. This discussion is a zestful relishing of the deception to be practiced. 1 
J upon the visitors. It is perfectly plausible, but at the same time it serves 
1 most usefully to inform us about the intentions and characters of the visitors 
\ arid to prepare us for the visits and make us the more sharply aware of the 
{ fluent hypocrisies which both sides speak. Or consider the soliloquy: plainly 
it cannot be introduced at any moment at which an inward glance may 
seem useful. Instead, the author must create a physical and psychological 
situation in which it is a logical mode of expression. Consider Faustus’s 
soliloquy in the final scene of Marlowe’s Dr. Fausius. Faustus has to face 
the devils alone, and his terror and despair naturally drive him into 
anguished expression. We need the aid of no convention to accept this 
probing of mind and feelings as plausible. 

Plausibility. What lies behind this discussion is the necessity that the 
dialogue be plausible as dialogue, so that mechanical defects will not mili- 
tate against its efficacy in presenting and developing the situation of the 
play. That is, dramatic dialogue is a specialized form of conversation and 
therefore to be effective has to have some of the generic qualities of con- 

S versation. Thus it will achieve “naturalness.” Now this quality depends 
on two main things: (1) what is included in the conversation; (2) how it is 
said. r 1) A “natural” aspect of spoken intercourse is its tendency to intro- 
* duce irrelevancies, to wander, to be very inclusive. But drama, as we have 
seen, pares material down to the minimum, and its dialogue cannot wan- 
der (as Landor’s Conversation can and to some extent does). Hence the 
^dramatist really serves two masters. He must se cure naturaln ess w ithout 
(admitting all the casualness a nd disor der of everyday speech, ancTyet'cqn- 
I centrate on the subject without becoming strained and uneasy (a character 
’must riot sound like an orator reading from a prepared manuscript, which 
does stick to the subject at hand in a very formal way). You will observe, in 
fact, that most dramatists permit in the speeches of their characters a cer-| 
tain number of conversational tags, which by strict construction might be[ 
ruled out but which contribute some sense of ease (at least in the more 
“relaxed” scenes, before, and possibly after, those of climactic tension in 
which it is more natural to eliminate all excrescences). (2) In striving for 
plausible speech the dramatist finds his most useful ally in how people speak, 
and here he must depend on his own sense of language. He can make effec- 
tive use of rhythm and of idiomatic vocabulary and constructions. In fact, 
to ignore such matters would produce a sense of serious constraint and un- 
^haturalness. This is what we often find in melodrama, which is likely to 
depart sharply from normal idiom and rhythm. 
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Naturalness : Poetic Drama. We have so far spoken of naturalness as if it 
were a conventional, objective, easily identifiable quality of spoken English. 
Obviously it is not that, for what is natural at one time is not natural at 
another; what is natural for one person is not natural for another; and what 
is natural for one person on one occasion is not natural for him on another. 
There are different levels of speech and different kinds of rhythm, and of 
these the dramatist must be especially aware precisely because his medium 
is dialogue. Too much speed, too much slang, too much formality, too much 
ordinariness can ruin a scene, which depends always upon suitableness to 
the person, to the occasion, and to the effect to be secured. The dramatist 
must take into account all these claims, and his own tact rather than hard- 
and-fast rules must guide him. If his tact is insufficient, the dialogue will 
not work. 

Consider, as a special case, the writing o f drama in poetic form , which was 
the standard in ancient and modern times until the eighteenth century and 
of which there have been revivals in our own day. How does this cohere 
with our expectation that dialogue be “natural”? Someone may say, 
“People don’t talk poetry,” and it is true that in ordinary relationships 
they do not. But the fact is that in extraordinary circumstances they do 
tend toward poetic language. And here we get into another complication: 

; in drama, people are not, strictly speaking, “natural.” D rama is bri ef, com- 
1 pres sed, concerned with crucial events; people are rGTtiirhed — i mn s i i a 1 1 v 
tense; there is a gre at increase in emotion altyress ore . John Dryden even 
defended thffuse of heroic couplets in tragedyon the ground that only they 
could represent the characteristic heightening of effect; therefore, said he, 
they are “natural.” That is, people under pressure tend to speak in a more 
sharply accentuated rhythm and to use more figurative language (“It is 
a dream” or “^cou rat” — to use very commonplace examples — are meta- 
phors which represent a heightened emotion in the speaker, who, whether 
he knows it or not, is speaking a simple form of poetry). So poetic lang uage 
be comes natural in drama which achieves real intensity . 

To put it in another way, we may say that poetic language is important 
among the symbols upon which drama relies. All discourse has to find 
effective symbols, and this symbol, since it springs from psychological 
necessity, is actually one of the least arbitrary. As a matter of fact, it 
should secure easier assent than some more familiar symbolic practices — • 
such as saluting the flag. To say “People don’t talk poetry” is like saying, 
“People don’t venerate a piece of cloth that has a rather garish design in 
three colors.” 

It is clear that what has been said so far is particularly applicable to 
tragedy, where we especially find emotional pressure and intensity. In fact, 
it is even possible to argue that the shift from poetry to prose in the eight- 
eenth century (Lillo’s London Merchant unconsciously rebels against the 
change it inaugurates) marked the decline of the tragic sense. Shifting to 
another type, we find that comedy also has been written in verse. It is 
possible to secure in comedy a degree of tension comparable to that of 
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tragedy, though with differences due to the different methods of the two 
forms (see the Glossary for Tragedy and Comedyj. On the other hand, far 
more good comedy than tragedy has been written in prose, a fact which 
suggests that, whatever degree of intensity it may achieve, comedy is 
fundamentally closer to everyday affairs than is tragedy. On the evidence 
of language alone, in comedy man is taken at the relatively commonplace 
J level of manners and customs. The tensions that arise perhaps find their 
best symbolic expression in witty repartee — the mode of Cungreve, Sheri- 
dan, and Wilde. It is notable that when Wilde deserts epigram for more 
1 ,' commonplace means of emotional expression, he tends to fall very flat. It 
j is notable, too, that a verse comedy like Jonson’s Volpone introduces such 
( a profound sense of evil that the tensions created resemble those of tragedy. 

However, whether the dramatist uses poetry as a symbolic language of 
tragedy or epigram as a symbolic language of comedy, he is still not ex- 
empted front the other demands of “naturalness.” Heightened language 
still draws on the vocabulary, idioms, and constructions available to certain 
types of people at certain times. A dramatist of our day might very well en- 
deavor to use Shakespeare’s poetic method; but if he endeavored to use the 
language — the vocabulary and constructions — of Shakespeare he would 
produce something completely improbable. He cannot use thee, fardels, 
mescems, hath, doth, etc. Here the danger is that of being archaic and exotic. 
A comparable danger is that of commonplaceness, of depending on cliches. 
“0 save me from the fate that’s worse than death” is technically blank 
verse, but the words are stale and therefore ineffective. In either case we 
feel that the speech is rhetorical or declamatory, getting away from nat- 
uralness in the best sense of that word but failing to convey a heightened 
'sense of reality (i.e., to achieve poetry). In comedy, too, it is possible to 
ihave a certain epigrammatic quality and yet to give to witty speech such a 
formal, stand-at-attention quality, and to embed it in passages character- 
ized by such lack of ease and flexibility, that the u hole effect is one of dead- 
ness and unreality, 

A literary form which depends wholly upon dialogue obviously faces com- 
plex difficulties. Speeches must not only be plausible as speeches and convey 
the heightened tension of drama, and be always appropriate to time, place,' 
and character; but they must also present character and situation, bring 
the past perceptibly into view, and progress toward the future. 

Tempo. The quality by means of which the dialogue gives us the sense of 
moving forward we call its “movement” or “tempo.” This movement may 
be barely perceptible, or it may be fairly rapid; it seems clear that, depend- 
,, ing upon the author’s intentions, the movement will be different in differ- 
ent plays or even in different parts of the same play (in general, for instance, 
it is likely to be rather slow in the early part of the play, where the author 
/faces the large problems of exposition and of laying the groundwork for all 
'■'the subsequent action. This is especially true in Congreve’s Way of the 
\World.).We all have some idea of what tempo is and hence of what it should 
/be; we often complain, for instance, that a movie is “slow.” By that we 
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mean, really, that the producer has allotted too much time to events of- 
secondary importance. Or in a play we may feel that the characters talk in 
such a way that the action is standing still or else moving forward very 
monotonously. So it is plain that a basic problem of the dramatist is giving 
to his dialogue that quality that will make it seem to move at a desirable 
speed and so allotting his limited space that we will not feel he has wasted 
any of it on less important materials. 

For a fuller discussion of the ways in which the dramatist may accomplish 
these ends, the student may consult the Glossary. 


4 . How the Problems Are Met 

D ifferent dramatists naturally find different answers to 
their common problems. We could not study all the an- 
swers even in an elaborate textbook, but we can under- 
stand certain representative ones. As a beginning, we shall make a rather 
careful study of a full-length comedy, Oscar Wilde’s Lady Windermere s Fan 
(1892). Here we shall find various clues to the ways in which drama may 
work. These ways may not all be equally good ones, and our business will 
be to separate the more from the less successful devices. 

If, as you read, you can succeed in finding for yourself answers to the 
question, “How would this be different if it were a short story or a novel?” 
you will be well on the way to grasping some fundamental truths about 
drama. Since certain aspects of dramatic structure appear in each act, 
each act will be followed by some preliminary discussion. The treatment 
of more extensive issues will be given at the end of the play. 


I. 

LADY WINDERMERE’S FAN 

By OSCAR WILDE 


DRAMATIS PERSON.® 


Lord Windermere 
Lord Darlington 
Lord Augustus Lorton 
Mr. Dumby 
Mr. Cecil Graham 
Mr. Hopper 
Parker, Butler 


Lady Windermere 
The Duchess of Berwick' 
Lady Agatha Carlisle 
Lady Plymdale 
Lady Stutfield 
Lady Jedburgh 
Mrs. Cowper-Cowper 
Mrs. Erlynne 
Rosalie, Maid 
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THE SCENES OF THE PLAY 

Act I. Morning-room in Lord Windermere’s House. 

Act II. Drawing-room in Lord Windermere’s House. 

Act III. Lord Darlington’s Rooms. 

Act IV. Same as Act I. 

Time : The Present. 

Place: London. 

[The action of the play takes place within twenty-four hours, beginning on a 
Tuesday afternoon at five o’clock, and ending the next day at 1:30 p.m.] 


"5 


FIRST ACT 

[Scene. Morning-room of Lord Win- 
dermere’s house in Carlton House Ter- 
race. Doors C. and R. Bureau with books 
and papers R. Sofa with small tea-table 
L. Window opening on to terrace L. 

Table R.] 

[Lady Windermere is at table R., ar- 
ranging roses in a bine bozol. ] 

[ Enter Parker .] 

Parker: Is your ladyship at home this 
afternoon ? 

Lady Windermere: Yes— who has 
called ? 

Parker: Lord Darlington, my lady. 

Lady Windermere : [Hesitates for a 
moment .] Show him up— and I’m at 
home to any one who calls. 

P.: Yes, my lady. [Exit C.] 

Lady JV.: It’s best for me to see him 
before to-night. I’m glad he’s come. 

[ Enter Parker C.] 

P.: Lord Darlington. 

[ Enter Lord Darlington C. Exit P.] 

Lord Darlington: How do you do, 

Lady Windermere? 

Lady W.: How do you do, Lord Dar- 
lington? No, I can’t shake hands with 
you. My hands are all wet with these 30 [Sitr dozen at table L.] 
roses. Aren’t they lovely ? They came up Lady W.: Well, you kept paying me 
from Selby this morning. elaborate compliments the whole eve- 

Lord D.: They are quite perfect. [Sew ning. 
a fan lying on the table."] And what a Lord D.: [Smiling.] Ah, nowadays 
wonderful fan! May I look at it? 35 we are all of us so hard up, that the 

Lady W-: Do. Pretty, isn’t it! It’s got only pleasant things to pay are compli- 
my name on it, and everything. I have ments. They’re the only things we can. 
only just seen it myself. It’s my hus- pay. 


band’s birthday present to me. You 
know to-day is my birthday? 

Lord D.: No? Is it really? 

Lady IV.: Yes, I'm of age to-day. 

5 Quite an important day in my life, isn’t 
it? That is why I am giving this party 
to-night. Do sit down. [Still arranging 
flozversf] 

Lord D.: [Sitting down.] I wish I had 
10 known it was your birthday. Lady Win- 
dermere. I would have covered the whole 
street in front of your house with flowers 
for you to walk on. They are made for 
you. [A short pause.] 

Lady W.: Lord Darlington, you an- 
noyed me last night at the Foreign 
Office. I am afraid you are going to 
annoy me again. 

Lord D.: I, Lady Windermere? [Enter 
20 Parker and F ootman C., with tray and 
tea things.] 

Lady If'.: Put it there, Parker. That 
will do. [Wipes her hands with her pocket- 
handkerchief, goes to tea-table L., and sits 
25 dozen.] Won’t you come over, Lord Dar- 
lington ? [Exit Parker C.] 

Lord D.: [Takes chair and goes across 
L.C.] I am quite miserable, Lady Win- 
dermere. You must tell me what I did. 
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Lady IF Q Shaking her hi ad ~] No, I 
am talking v ery seriously ou mustn’t 
laugh, I im quite serious I don’t like 
compliments, and I don’t see why a 
man should think he is pleasing a 
woman enormously when he sivs to her 
a whole heap of things that he doesn’t 
mean 

Lord D Ah, but I did mean them 
[Tain tta Inch she offn r him J i 

Laa\ Tf £Gta r > l\ J I hope not I 
•hould be sorry to hate to quarrel with 
you, Lord D irlington I like you very 
much, you know th\t But I shouldn’t 
like y ou it ill if 1 thought you yy ere yvhat i 
most other men ire Beliey e me, ymu are 
better than mo t other men, and I some- 
times think you pretend to be worse 
L' td D \\ e all hay e our little y am- 
ties, L id v \\ indermere 2 

Lady Jl Whv do you make that your 
special one' [Still seated at tabL L ] 

Lord D [Si;// seated L C~} Oh, noyv- 
adiys so many conceited people go 
about Society pretending to be good, that 2 
I think it shoyy s rather a syy eet and mod- 
est disposition to pretend to be bad 
Besides, there is this to be s ud If you 
pretend to be good, the yyorld takes you 
very seriously If you pretend to be bad, 3 
it doesn’t buch is the astounding stu- 
pidity of optimism 

' Lad\ It Don’t you want the yyorld 
to take you seriously, then, Lord Dar- 
lington 3 

Lord D No, not the yyorld Who are 
the people the yyorld takes seriously? All 
the dull people one can think of, from 
the bishops down to the bores I should 
like \ o 1 to take me v ery seriously. Lady 4 
Windermere, you more than anyone else 
in life 

Lady IF Why — why me? 

Lord 1 ) [ dfter a slight hesitation 3 Be- 
cause I think yve might be great friends 4 
Let us be great friends You may yy ant a 
friend some day 

Lad\ ft' \\ hy do you say that' 

Lord D Oh 1 — we all want friends at 
times 5 

Lady W I think we’re very good 


friends already, Lord Darlington. We 
can alyyavs lemain so as long as you 
don’t — 

Lord D Don’t yvhat? 

5 Lady IF Don’t spoil it by saying ex- 
tras agant, silly things to me A ou think 
I am a Puritan, I suppose 11 Well, I have 
something of the Puritan in me I yyas 
brought up like that I am ghd of it 
oMy mother died yyhen I yyas a mere 
child I bred ahvays yyith Lady Julia, 
my father’s elder sister, you knoyy She 
yy as stern to me, but she taught me yyhat 
the yyorld is forgetting, the difference 
s that there is betyyeen yyhat is right and 
yyhat is strong She allotted of no com- 
promise I allots of none 

Lord D Wy dear Lady \\ indermere 1 
Lad y IF [Leaning back on tin rrfa ] 
o You look on me as being behind the 
age — Well, I am 1 I should be sorry to 
be on the same level as an age like this. 
Lord D You think the age very bad? 
Lady Jt Yes Nowadays people seem 
3 to look on life as a speculation It is not 
a speculation It is a sacrament Its 
ideal is Lot t Its purification is sacrifice 
Lord D [Smiling J Oh, anything is 
better than being sacrificed 1 
o Lady IF [Leaning forward ] Don’t 
say that 

Lord D I do sav it I feel it — I know 
it [L liter Parker C 2 

Pai I er I he men w ant to know if they 
5 are to put the carpets on the terrace for 
to-night, my lady? 

Lad \ If A ou don’t think it w ill rain. 
Lord Darlington, do you ? 

Lird D I tton’t hear of its raining on 
o your birthday ' 

Lady ft Tell them to do it at once, 
Parker [E\ it Parker C ] 

Lord D [Still seated ] Do you think 
then — of course I am only putting an 
5 imaginary instance — do you think that 
in the case of a young married couple, 
say about two years married, if the 
husband suddenly becomes the intimate 
friend of a worn in of — well, more than 
o doubtful character — is always calling 
upon her, lunching with her, and prob- 
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ably paying her bills — do you think that Lord D You allow of no exceptions? 

the wife should not console herself? Lady IF None' 

Lady IF [TtoswKng] Console her- Lord D Ah, what a fascinating Pun- 
self? tan you are, Lady Windermere' 

Lord D Yes, I think she should — I 5 Lady IF The adjective was unneces- 

think she has the right sary, Lord Darlington 

Lad\ IF Because the husband is vile Lord D I couldn’t help it I can re- 

— should the wife be vile also? sist everything except temptation 

Lord D Vileness is a terrible word, Lad\ IF You ha\ e the modem aflfec- 

Lady \\ mdennere 10 tation of weakness 

Lady IF It is a terrible thing, Lord Lord D [Looking at her 3 It’s only an 
Darlington afFectntion, Lady Windermere 

Laid D Do you know I am afraid [Lntci Parker C 3 
that good people do a great deal of harm Pari er The Duchess of Berwick and 

in this world Ccitainly the gre itest 15 Lady Agatha Carlisle [Lntei tin Duchess 
harm they do is that they make badness < f Per 1 icl and Lady Agatha Carlisle C 3 
of such extraordinary importance It is [E uf Parkei C 3 

absurd to divide people into good and Duchess of Ber'iick [Coming do'cn C , 
bad People are either charming or and dialing hands 3 Dear Margaret, I 
tedious I take the side of the ch inning, 20 am so pleased to see you Y ou remember 
and you, Lady Windermere, can’t help Agatha, don’t you? [Ciossmg L C 3 How 
belonging to them do you do, Lord Darlington? I won’t let 

Lad\ IF Now, Lord Darlington you know mv daughter, you are far too 

[Rising and crossing R , front 0/ him 3 wicked 

Don’t stir, I am merely going to finish 25 Laid D Don’t say that. Duchess As 
my flowers [Goes to table R C 3 a wicked man 1 am a complete failure 

Lord D [Rising and moving chav 3 W hy, there are lots of people who say I 

And I must say I think you ire very have never really done anything wrong 
hard on modern life, Lady \\ indermere m the whole course of mv life Of course 
Of course there is much against it, I 30 they only say it behind my back 
admit Most women, for instance, now- Ducluss of B Isn’t he dreadful? 
adays, are rather mercenary Ag itha, this is Lord Darlington Mind 

Lady IF Don’t talk about such you don’t believe a word he says [Lord 

people Darlington crosses R C 3 No, no tea. 

Lord D Well then, setting aside iner- 35 thank you, dear [Crosses and sits on 
cenary people, w ho, of course, are dread- sofa 3 We hive just had tea at Lady 

ful, do you think seriously that women Mirkby’s Such bad tei, too It was 

who have committed what the world quite undrinkable I wasn’t at all sur- 

calls a fault should never be forgiv en ? prised Her own son-in-law supplies it. 

Lady IF [Standing at table 3 I think 40 Agatha is looking forward so much to 

they should never be forgiven your ball to-night, de ir Margaret 

Lord D And men ? Do you think that Lady IF [Seated L C 3 Oh, you 

there should be the same laws for men mustn’t think it is going to be a ball, 

as there are for women? Duchess It is only a dance in honour of 

Lady IF Certainly' 45 my birthday A small and early 

Lord D I think life too complex a Lord D [Standing L C] Very small, 
thing to be settled by these hard-and- very early, and v ery select, Duchess 
fast rules D ichess of B [On iota L 3 Of course 

Lady IF If we had “these hard-and- it’s going to be select But we know that, 
fast rules,” we should find life much 50 dear Margaret, about y our house It is 
more simple. really one of the few houses in London 
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where I can take Agatha, and where I 
feel perfectly secure about dear Berwick 
I don’t know what Society is coming to 
The most dreadful people seem to go 
everywhere 1 hey ceitainlv come to 
my parties — the men get quite furious if 
one doesn’t ask them Really, some one 
should make a stand against it 

Lad\ If I will, Duchess I will have 
no one in my house about whom there is i 
any scandal 

Lord D [R C ] Oh, don’t say that. 
Lady Windermere I should never be 
admitted 1 [Sidnig ] 

Duchesr of B Oh, men don’t matter i 
With women it is different We’re good 
Some of us are, at least But we are 
positiv ely getting elbowed into the 

( corner Our husbands would really for- 
get our existence if we didn’t nag at 21 
them from time to time, just to remind 
them that we have a perfect legal right 
to do so 

Lord D It’s a curious thing, Duchess, 
about the game of marriage — a game, by 2 
the way, that is going out of fashion — 
the wives hold all the honours, and m- 
I variably lose the odd trick 

Duchess of B The odd trick? Is that 
the husband, Lord Darlington? 3 

Lord D It would be rather a good 
name for the modern husband 

Duchess of B Dear Lord Darlington, 
how thoroughly depraved you are' 

Lad\ IV Lord Darlington is triv lal 3 
Lord D Ah, don’t say that, Lady 
Windermere 

Lad\ IV Why do you talk so triv lally 
about life, then? 

Lord D Because I think that life is 4 
far too important a thing ever to talk 
seriously about it [Moves up C ] 

Duchess of B What does he mean? 
Do, as a concession to my poor wits, 
Lord Darlington, just explain to me 4 
what you really mean 

L( rd D [Co ming do r v n back of table ] 

I think I h id better not, Duchess Now- 
adays to be intelligible is to be found 
out Good-bye 1 [ Shakes hands with $ 
Duchess ] And now — [goes up staged. 


Lady Windermere, good-bye I may 
come to-night, mayn’t I? Do let me 
tome 

Lady IV. [Standing up stage with 
S Lord Darlington'] Yes, certainly. But 
you are not to say foolish, insincere 
things to people 

Lord D [Smiling] Ah' you are be- 
ginning to reform me It is a dangerous 
o thing to reform any one. Lady Winder- 
mere [Bows, and exit C ] 

Duchess of B [Who has risen, goes C ] 
What a charming, wicked creature' I 
like him so much I’m quite delighted 
3 he’s gone' How sweet you’re looking' 
Where do you get your gowns? And now 
I must tell you how sorry 1 am for you, 
dear Margaret [Crosses to sofa and sits 
with Lady Windermere ] Agatha, dar- 
3 ling' 

Lady Agatha Yes, mamma [Rises ] 

Duchess of B Will you go and look 
over the photograph album that I see 
there? 

5 Lady A Yes, mamma [Goes to table 
up L] 

Duchess of B Dear girl' She is so 
fond of photographs of Switzerland 
Such a pure taste, I think But I really 
0 am so sorry for you, Margaret 

Lad\ W [S«u/iiig 3 Why, Duchess? 

Duchess of B Oh, on account of that 
horrid woman She dresses so well too, 
which makes it much worse, sets such a 
; dreadful example Augustus — you know 
my disreputable brother — such a tn il to 
us all — well, Augustus is completely in- 
fatuated about her It is quite scandal- 
ous, for she is absolutely inadmissible 
into society Many a woman has a past, 
but I am told that she has at least a 
dozen, and that they all fit 

Lady W Whom are you talking 
about, Duchess? 

5 Duchess of B About Mrs. Erlynne 

Lady IV Mrs Erlynne? I never 
heard of her. Duchess And what has 
she to do with me? 

Duchess of B My poor child! Agatha, 
o darling' 

Lady A Yes, mamma. 
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Duchess of B Will you go out on the out of somebody, for it seems that she 
terrace and look, at the sunset ? came to London six months ago without 

Lady A Y es, mamma through anything at all to speak of, and now she 

window L 3 has this charming house in Mayfair, 

Duchess of B Sweet girl* So devoted 5 drives her ponies in the Park every 
to sunsets' Shows such refinement of afternoon and all — well, all — since she 
feeling, does it not? After all, there is has known poor dear Windermere 
nothing like Nature, is there? Lady W Oh, I can’t belies e it' 

Lady W But what is it, Duchess? Duchess of B But it’s quite true, my 
Why do you talk to me about this per- 10 dear The whole of London knows it 
son? That is why I felt it was better to come 

Duchess of B Don’t you really and talk to you, and ad\ise you to take 
know? I assure you we’re all so dis- Windermere away at once to Homburg 
tressed about it Only last night at dear or to Aix, where he’ll have something to 
Lady Fansen’s e\ ery one was saying ij amuse him, and where you can watch 
how extraordinary it was that, of all men him all day long I assure you, my dear, 
m London, Windermere should behave that on several occasions after I was 
in such a way first married, I had to pretend to be 

Lady JV My husband — what has he v ery ill, and was obliged to drink the 
to do with any woman of that kind? 20 most unpleasant mineral waters, merely 
Duchess of B Ah, what indeed, dear? to get Berwick out of town He was so 
That is the point He goes to see her extremely susceptible 1 hough I am 
continually, and stops for hours at a bound to say he never gave away any 
time, and while he is there she is not at large sums of money to mjbody He is 
home to any one Not that many ladies 25 far too high-principled for that' 
call on her, dear, but she has a great Lady IF [ Interrupting J Duchess, 
many disreputable men friends — my Duchess, it’s impossible' [Rising and 
own brother particularly, as I told you crossing stage to CJ We are only married 
— and that is what makes it so dreadful two years Our child is but six months 
about Windermere We looked upon 30 old [Sits in chair R of L table ] 
him as being such a model husband, but Duchess of B Ah, the dear pretty 
I am afraid there is no doubt about it baby' How is the little darling? Is it a 
My dear nieces — you know the Saville boy or a girl? I hope a girl — Ah, no I 
girls, don’t vou? — such nice domestic remember it’s a boy' I’m so sorry Boys 
creatures — plain, dreadfully plain, but 35 are so wicked My boy is excessively 
so good — well, they’re alw lys at the immoral You wouldn’t believe at what 
window doing fancy work, and m iking hours he comes home And he’s only 
ugly things for the poor, which I think so l D ft Oxford a few months — I really don’t 
useful of them in these dreadful social- know vvh it they teach them there 
istic days, and this terrible woman has 40 Lady W Are all men bad? 
taken a house in Curzon Street, right Duchess of B Un, all of them, my 

opposite them — such a respectable dear, all of them, without any exception, 
street, too I don’t know what we’re And they never grow any Setter Men 
coming to' And they tell me that Win- become old, but they never become 
dermere goes there four and fiv e times 45 good 

a week — they see him They can’t help Lady W Windermere and I married 
it — and although they never talk for lox e 

scandal, the> — w ell, of course — they re- Duchess of B Y es, vve begin like that 
mark on it to every one And the worst It was only Berwick's brutal and mces- 
of it all is that I have been told that this 50 sant threats of suicide that made me 
woman has got a great deal of money accept him at all, and before the year 
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was out, he was running after all hinds 
of petticoats, ev ery colour, e\ ery shape, 
e\ ery miterial In fact, before the 
honeymoon was o\er, I caught him 
winking at my maid, a most prettv, 
respectable girl I dismissed her at once 
w ithout a character — No, I remember 
I passed her on to my sister, poor dear 
Sir George is so short-sighted, I thought 
it wouldn’t matter But it did, though — 1 
it was most unfortunate [ifi-Ter J And 
now, my dear child, I must go, as we 
are dining out And mind you don’t take 
this little aberration of Windermere’s 
too much to heart Just take him abroad 1 
and he’ll come back to you all right 
Ladx JF Come back to me f [C] 
Duchess of B [L C ] Y es, dear, these 
wicked women get our husbands away 
from us, but they always come back, 2 
slightly damaged, of course And don’t 
make scenes, men hate them 1 

Lady JF. It is aery kind of you. 
Duchess, to come and tell me all this 
But I can’t belieae that my husband is 2 
untrue to me 

Ditchtss of B Pretty child 1 1 was like 
that once Now I know that all men are 
monsters [Lady W 1 n dinners rings bellf\ 
The only thing to do is to feed the 
wretches well A good cook does won- 
ders, and that I know you have My 
dear Margaret, you are not going to 
cry ? 

Lad\ JF • You needn’t be afraid, 
Duchess, I never cry 

Ditchers of B : That’s quite right, 
dear Crying is the refuge of plain 
women but the rum of pretty ones 
Agatha, darling 1 

Lady 1 [Entering L ] Yes, mamma 
[Stands back of table L C~] 

Duchess of B Come and bid good- 
bye to Lady Windermere, and thank 
her for your charming visit [Coming 
do on again J And by the way, I must 
thank you for sending a card to Mr 
Hopper — lie’s th it rich young \us- 
tralian people are taking such notice of 
just at present His father made a great 
fortune by selling some kind of food in 


circular tins — most palatable, I believe 
— I fancy it is the thing the servants 
alw ays refuse to eat But the son is quite 
interesting I think he’s attracted by 
5 dear Agatha’s clever talk Of course, we 
should be very sorry to lose her, but I 
think that a mother who doesn’t part 
with a daughter every season has no 
real affection. We’re coming to-night, 
□ dear [Parker opens C doors J And re- 
member my advice, take the poor fellow 
out of town at once, it is the only thing 
to do Good-bye, once more, come, 
Agatha [Exeunt Duchess and Lady 
; igatha C ] 

Ladx JF How horrible' I understand 
now what Lord Darlington meant by 
the imaginary instance of the couplt, not 
two years married Oh ' it can’t be true — 
a she spoke of enormous sums of money 
paid to this woman I know where 
Arthur keeps his bank book — in one of 
the drawers of that desk I might find 
out by that I c mV hnd out [Opens 
5 draper J No, it is some hideous mistake 
[Rises and goes C J Some silly scandal' 
He loves me' He loves me' But why 
should I not look ? I am his wife, I hive 
a right to look' [Returns to bureau, lakes 
o out book and examines it page bx page, 
smiles and gives a Jigh of relief J I knew 
it' there is not a word of truth in this 
stupid story [Puts book back in drawer. 
As she does so, starts and takes out another 
5 book J A second book — private — locked' 
[Tries to open it, but fails Sees paper 
knife on bureau, and with it cuts cover 
from book Begins to start at the first page J 
“Mrs Erlynne — £600 — Mrs Lrlynne 
o — £700 — Mrs Lrlynne — £400” Oh' it 
is true' it is true' How horrible' [Throws 
book on floor J [Enter Lord Windermere J 

Lord W Well, dear, has the fan been 
sent home yet ? [Going R C Sees book J 
S Margaret, you have cut open my bank 
book You have no right to do such a 
thing' 

Lady JF You think it wrong that 
you are found out, don’t you ? 
o Lord IF I think it wrong that a wife 
should spy on her husband. 
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Lady IV.: I did not spy on you. I 
never knew of this woman’s existence 
till half an hour ago. Some one who 
pitied me was kind enough to tell me 
what every one in London knows al- 
ready — your daily visits to Curzon 
Street, your mad infatuation, the mon- 
strous sums of money you squander on 
this infamous woman 1 [Crossing L.} 

Lord IV.: Margaret! don’t talk like i 
that of Mrs. Erlynne, you don’t know 
how unjust it is! 

Lady IV.: [Turning to him. 2 You are 
very jealous of Mrs. Erlynne’s honour. 

I wish you had been as jealous of mine, i 

Lord IV.: Your honour is untouched, 
Margaret. Y ou don’t think for a mo- 
ment that — [Puts book back into desk ._ ] 

Lady IV.: I think that you spend your 
money strangely. That is all. Oh, don’t 2 
imagine I mind about the money. As far 
as I am concerned, you may squander 
everything we have. But what I do mind 
is that you who have loved me, you who 
have taught me to love you, should pass 2 
from the love that is given to the love 
that is bought. Oh, it’s horrible! [Sits on 
sofa . ] And it is I who feel degraded! 
you don’t feel anything. I feel stained, 
utterly stained. You can’t realise how 3 
hideous the last six months seem to me 
now — every kiss you have given me is 
tainted in my memory. 

Lord IV.: [Crossing to herd} Don’t say 
that, Margaret. I never loved any one 3 
in the whole world but you. 

Lady IV.: Who is this woman, 

then? Why do you take a house for 
her? 

Lord IV.: I did not take a house for 4 
her. 

Lady IV.: You gave her the money to 
do it, which is the same thing. 

Lord IV.: Margaret, as far as I have 
known Mrs. Erlynne — 4 

Lady IV.: Is there a Mr. Erlynne — or 
is he a myth ? 

Lord IV.: Her husband died many 
years ago. She is alone in the world. 

Lady W.: No relations? [A pause.} 5 
Lord IV.: None. 
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Lady TV.: Rather curious, isn’t it? ££.] 
Lord IV.: [L.C.} Margaret, I was say- 
ing to you — and I beg you to listen to 
me — that as far as I have known Mrs. 
5 Erlynne, she has conducted herself well. 
If years ago — 

Lady IV.: Oh! [Crossing /?.C.] I don’t 
want details about her life! 

Lord IV.: [C.] I am not going to give 
o you any details about her life. I tell you 
simply this — Mrs. Erlynne was once 
honoured, loved, respected. She was 
well born, she had position — she lost 
everything — threw it away, if you like. 
5 That makes it all the more bitter. Mis- 
fortunes one can endure — they come 
from outside, they are accidents. But to 
suffer for one’s own faults — ah ! — there is 
the sting of life. It was twenty years ago, 
a too. She was little more than a girl then. 
She had been a wife for even less time 
than you have. 

Lady IV.: I am not interested in her — 
and — you should not mention this 
; woman and me in the same breath. It is 
an error of taste. [Sitting R. at desk.} 
Lord IV.: Margaret, you could save 
this woman. She wants to get back into 
society, and she wants you to help her. 
o[Crossing to her.} 

Lady IV.: Me! 

Lord IV.: Yes, you. 

Lady IV.: How impertinent of her! 
[A pause.} 

5 Lord IV.: Margaret, I came to ask you 
a great favour, and I still ask it of you, 
though you have discovered what 1 had 
intended you should never have known, 
that I have given Mrs. Erlynne a large 
osum of money. I want you to send her 
an invitation for our party to-night. 
[Standing L. of her.} 

Lady IV.: You are mad! [Rises.} 

Lord IV.: I entreat you. People may 
5 chatter about her, do chatter about her, 
of course, but they don’t know anything 
definite against her. She has been to 
several houses — not to houses where 
you would go, I admit, but still to houses 
0 where women who are in what is called 
Society nowadays do go. That does not 
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content her She wants you to receive But don't make chasm after chasm be- 
her once tween us God knows the last few tmn- 

Lads JV As a triumph for her, I utes have thrust us wide enough apart 
suppose? Sit down and write the card 

Lord JV No, but because she know s 5 Lad\ JV Nothing in the w hole world 
that \ou are a good woman — and that if w’ould induce me 

she comes here once she will have a Lord JJ' [Crossing io bureau ] Then I 
chance of 1 hippier, a surer life than will* electric bell, sits and writes 

she has had She will mike no further cardj 

effort to know you Won’t you help a 10 Lady TV You are going to invite this 
woman who is trying to get back ? woman' [Crossing to him ] 

Lads If No 1 If a woman really re- Lord W V es [Pause Enter Parker ] 
pents, she never wishes to return to Parker 1 

the society that has made or seen her Parker Yes, my lord [Comes down 
ruin 15 L C] 

Lord If' I beg of you Lord IF Have this note sent to Mrs. 

Lads JF [Crossing to door RJ 1 am Erlynne at No 84A Curzon Street, 

going to dress for dinner, and don’t [Crossing to L C and giving note to 

mention the subject again this evening Parker ] There is no answer 1 [Lsit 

Arthur Qjoi/ig t0 h 1 m C 1 y° u fancy be- 20 Parker C ] 

cause I have no father or mother that Lads IF Arthur, if that woman 
I am alone m the world, and that you comes here, I shall insult her 
can treat me as you choose You are Lord JF Margaret, don’t say that 

wrong, I have friends, many friends Lads JJ I mean it 

Laid JF [LC~] Margaret, you are 25 Lord JF Child, if you did such a 

talking foolishly, recklessly I won’t thing, there’s not a woman in London 
argue with you, but I insist upon your who wouldn’t pity you 
asking Mrs Erlynne to-night Lads IF There is not a good woman 

Lads JJ C ] I shall do nothing of in London who would not appl md me 
the kind [Ci ossiug L C ] 30 We hav e been too lav We must make an 

Lord JJ You refuse? []C ] example I propose to begin to-night 

Lads JF Absolutely 1 [Picking up fan ] Yes, vou gav e nn. this 

Lord JV Ah, M irgaret, do this fir fan to-d iy, it was your birthday present 

my sake, it is her last chance If that woman crosses my threshold, I 

Lady JV What has that to do with 35 shall strike her across the face with 
me? it 

Lord JF How hard good women are' Laid JJ 7 Margaret, you couldn’t do 
Lads JF How weak bad men are’ such a thing 

Laid JJ ' Margiret, none of us men I.ads JF You don’t know me f 
may be good enough for the women we 40 [Mojcs R~] [Enter Parker ] Parker 1 
marry — that is quite true — but you Parker Yes, my lady 

don’t un igme I would ever — oh, the Lady JF I shall dine in my own room, 

suggestion is monstrous* I don’t want dinner, in fact See that 

Lads JJ' Why should you be differ- everything is ready by half-past ten. 
ent from other men? I am told that 45 And, Parker, be sure you pronounce the 
there is h irdly a husband in London names of the guests very distinctly to- 
il ho dots not waste his life over some night Sometimes you speak so fast that 
sh imeful p ission I miss them I am particul irly anxious 

Lord (Jr I am not one of them to hear the names quite clearly, so as to 

Lady JV I am not sure of that* 5° make no mistake You understand. 
Lord W You are sure in your heart Parker? 
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P.: Yes, my lady. Lord IF.: I will not— I cannot-she 

Lady W.: That will do! [Exit Parker must come! 


C.J £ Speaking to Lord Windermere . ] 
Arthur, if that woman comes here — I 
warn you — 

Lord IF.: Margaret, you’ll ruin us! 

Lady IF.: Us! From this moment my 
life is separate from yours. But if you 
wish to avoid a public scandal, write at 
once to this woman, and tell her that I 
forbid her to come here! 


Lady IF.: Then I shall do exactly as I 
have said. [ [Goes .£.] You leave me no 
S choice. [Exit .£.] 

Lord IF .: [Calling after her.} Mar- 
garet! Margaret! [A pause.'} My God! 
What shall I do? I dare not tell her who 
this woman really is. The shame would 
10 kill her. [Sinks dozen into a chair and 
buries kis face in his hands.} 


NOTES ON ACT I 

Characterization. Act I introduces six characters. Since Wilde cannot 
describe them as he might in a novel or analyze their personalities for 
us, he depends upon arrangement to aid us in establishing their identity. 
By introducing them in terms of sharp contrast he distinguishes them 
superficially until we are better acquainted with them and can make more 
fundamental distinctions. For instance, we first meet a man and a woman, 
Lord Darlington and Lady Windermere, who have sharply divergent views 
of life. Using this one case as an example, the student should ask himself: 
What other use of sharp contrasts in Act I contributes to a quick pre- 
liminary identification of characters? 

In place of the novelist’s analysis, the dramatist can use self-analysis by 
a character; but then, of course, his problem is to justify the self-analysis. 
Note Lady W.’s speech beginning “Don’t spoil it by saying, etc.” (p. 36b, 5), 
a speech which is very useful in characterizing Lady W., but which does 
not seem forced. Why does it not seem forced and unnatural? Because it is 
a logical part of, and an explanation of, her protest to Lord D. Again, the 
Duchess of B. makes long speeches, in which, though she does not analyze 
herself, she gives herself away completely. With her, Wilde’s problem is 
easier: a loquacious, insensitive person is very likely to speak freely about# 
herself. Can you find other instances of characters’ making revealing 
speeches about themselves without our feeling that the speeches are forced? 

Exposition. Act I also carries a very heavy weight of exposition: we learn 
about the birthday, the fan, the coming party, Lord D.’s unsuccessful at- 
tentions to Lady W.; her position in society, the Duchess of B.’s ideas 
and her plans for her daughter, Lord W.’s mysterious interest in a mysteri- 
ous Mrs. Erlynne whom Lady W. must entertain but whom she is not to 
identify. Wilde manages exposition so skillfully that we learn essential 
matters almost without knowing that we are learning them. For example. 
Lord D.’s comment on the fan is natural; hence we learn about the birth- 
day; this fact, in turn, gives Lord D. an opening for making love — an 
excellent situation for characterizing the participants. Wilde has the 
Duchess of B. talk informatively, but he tries to keep her lines from seeming 
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to the audience bald, intentional exposition. For one thing, the information 
about Lord W. is new to Lady W. as well as to us. Further, the Duchess’s 
recital is so interlarded with gossip, autobiography, and consciously or un- 
consciously witty remarks, that it seems a natural speech, not a rough piece 
of exposition. Do you find other examples of well-managed exposition? 

Motivation and Progression. Almost everything in the act points for- 
ward to something else in Act I or later in the play. Darlington's making 
love to Lady W. leads us to anticipate possible outcomes of this situation. 
Darlington’s line, “You may want a friend some time.” plus his evasion of 
her question, prepares for the Duchess’s revelations. His question to 
Lady W. about forgiving women who have committed “a fault” and her 
firm assertion that “they should never be forgiven” look forward to the 
situation that comes up at the end of the act. The Duchess’s revelations 
lead to Lady W.’s examining Lord W.’s bankbook; thus her attitude is 
established for the following scene with her husband. 

The technique in terms of which parts of the action and conversation, 
however slight, anticipate subsequent actions, is called motivation. Good 
motivation show's that the author knows what he is going to do and can 
build up to his effects rather than introduce them crudely and unexpectedly. 
(See the Glossary for a further discussion.) 

Besides skillfully preparing us for w'hat is to follow, Wilde constantly 
compels us to look ahead. Take Lady W.’s coming party: see how many 
references to it you can find in the first two-thirds of Act I. Then, of course, 
there is the emphatic pointing to the party in the Windermeres’ heated dis- 
cussion of Mrs. Erlynne. Thus all our attention is focused on the coming 
events in Act II; all of Act I appears to progress toward it. Why is it, by 
the w'ay, that it seems perfectly natural to us that Lady W. should threaten 
to use a fan (rather than some other object) to strike Mrs. Erlynne? 

Note, finally, that we are made to look ahead even beyond Act II toward 
the solution of a basic situation on which we have certain hints. A number 
of small matters work together very unobtrusively: Lady W. is twenty-one 
years old; it was twenty years ago that Mrs. Erlynne committed her 
“fault”; Lord W. is hesitant in saying that Mrs. E. has no relations; 
Lady W. has “no father or mother”; and finally there is Lord W.’s speech 
that doses the act. Such lines, as they lead us on to make inferences about 
a situation, constitute exposition ; as they suggest future developments, 
they help give us a sense of progression. 

To give the reader certain hints about an unexplained situation is, you 
will observe, the method of the mystery story. When the unknown is a 
matter of identity, we have still more of the mystery manner. If an author 
depends too largely on such matters to gain his suspense, he writes melo- 
drama (for further discussion, see the Glossary). Compare this kind of 
melodramatic suspense with the kind which Wilde has aroused with regard 
to the party to come in Act II : what Lady W. will do to Mrs. Erlynne is 
entirely a question of her beliefs and her character, not an external question 
of identity. 
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Concentration. In Act I we already see the concentration characteristic 
of the drama; it seems clear, even at this stage, that a central event in the 
play is going to be the party in Act II. In fiction it is highly improbable that 
so much would hinge on a single occasion; or, if it did, the fiction-writer 
would permit himself a relatively elaborate build-up to the occasion. But 
Wilde’s Act I exemplifies the tendency of drama to reduce the time repre- 
sented — to deal only with the climax, when the situation is likely to be very 
tense. The events of Act I occur at 5 p.m. on the day of the party; Wilde 
could hardly start closer to his main event. In constricting his materials so 
sharply, he has to gamble somewhat on other matters. How can we accept 
as probable the two calls made so late on the day of the party? The Duch- 
ess’s choice of such a time to make her revelations? The sureness and vigor 
r and speed of Lady W.’s response ? Lord W.’s waiting until so late to ask 
an invitation for Mrs. Erlynne? To an extent, of course, Wilde can rely 
upon our acceptance of dramatic conventions (for a fuller discussion, see the 
Glossary), that is, upon our agreeing to accept an acceleration of normal 
pace and to ignore certain actions which, from the point of view of “real 
life,” may seem improbable. In dealing with all arts we must make some 
concessions — the “willing suspension of disbelief,” as Coleridge called it. 
But no author can depend upon the conventions to gloss over any im- 
probability; he must always be striving for the probable. So Wilde has the 
calls come at tea-time; the natural overlapping tends toobscure the fact that 
there are two calls; the callers are intmiate acquaintances; Lord D.’s 
devotion would juslifv his presence. Thus, we are led on in such a way as tc 
weaken our impulse to ask questions. The Duchess’s tactless gossiping 
becomes plausible because of her unflagging, inclusive insensitiveness, j 
Lady W.’s vigorous, energetic attempt to meet the situation is natural 
because we have already seen her as a person very sure of herself and her 
beliefs. 

Another aspect of the concentration of the play is the apparently com- 
plex plot. We see three lines of action: the Darlington-Lady W. plot; the 
Erlynne-Windermeres plot; the Berwick-Agatha-Hopper sub-plot. Do they 
look like entirely separate plots? Or can you discern, even at this point, 
a thematic relationship among them, i.e., a relationship in terms of their 
meaning? Could all bear upon one central issue? 

Note, finally, the climactic order in which Wilde has arranged the -ma- 
terials in Act I. What are the reasons why each part tends to produce 
higher tension than the one preceding ? , 
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SECOND ACT 

£Sce\e Drawing-room in Lord Win- 
dermere’s house Door R U opening 
into ball-room, where band is playing 
Door L through which guests are 
entering Door L U opens on to illumi- 
nated terrace Palms, flowers, and bril- 
liant lights Room crowded with guests 
Lady Windermere is receiving them 3 

Duchies ot B [Lp C] So strange 
Lord Windermere isn’t here Mr Hopper 
is \erv lite, too \ou have kept those 
five dances for him, Agitha f [ Comes 
down ] i 

Lads 4 Yes, mamma 
Duchess of B Q Sitting on sofa 3 Just 
let me see your card I’m so glad Lady 
Windermere has revived cards — 
They’re a mother’s only safeguard You 2i 
dear simple little thing 1 £ Scratches out 
t-o names ^ No nice girl should ever 
waltz with such particularly younger 
sons 1 It looks so fast 1 I he last two 
dances you might pass on the terrace a 
with Mr Hopper [ Enter Mr Dunib\ 
and Lad^ Pl\ mdale from the ball-room ] 
Lad\ 1 Yes, mamma 
Duchess of B [Tanning herself ] The 
air is so pleasant there 31 

Paiker Mrs Cowper-Cowper Lady 
Stutficld Sir James Royston Mr Guy 
Berkeley [These people enter as an- 
nounced J 

Dumb\ Good evening, Lady Stut- 3 
field I suppose this will be the last ball 
of the season ? 

Lads Stut field I suppose so, Mr 
Dumb) It’s been a delightful season, 
hasn’t it f 4 

Dumb } Quite delightful 1 Good even- 
ing, Duchess I suppose this will be the 
last ball of the season ? 

Duchess of B I suppose so, Mr. 
Dumby It has been a very dull season, 4 
hasn’t it ? 

D Dreadfully dull 1 Dreadfully dull 1 
1 /rr Co uper-Cojcper Good evening 
Mr Dumbv I suppose this will be the 
last ball of the season ? 5 

D Oh, I think not 1 here’ll probably 


be two more [Wanders back to Lad y 

Pis mdah J 

Parker Mr Rufford Lady Jedburgh 
and Miss Graham. Mr Hopper [These 
3 people enter as announced 3 

Ilopptt How do you do, Lady Win- 
dermere ? How do you do, Duchess ? 
[Bo is to Ladv Agatha 3 

Duchess of B Dear Mr Hopper, how 
o nice of you to come so early We all 
know how you are run after in London 
Hopper Capital place, London I I hey 
are not nearly so exclusive in London 
as they are m Sydney 
3 Duchess of B Ah 1 we know your 
value, Mr Hopper We wish there were 
more like you It would make life so 
mucheisier Do you know, Mr Hopper, 
dear A.githa and I are so much mter- 
3 ested in Australia It must be so pretty 
with all the dear little kangaroos flying 
about Agatha has found it on the map 
What a curious shape it is 1 Just like a 
large packing case Howev er, it is a v cry 
3 young country, isn’t it ? 

II Wasn’t it made at the same time 
as the others, Duches, ? 

Duchess of B How clever you are, 
Mr Hopper You have a cleverness quite 
oof vour own Now I mustn’t keep you 
II But I should like to dance w Hi 
Lady Agatha, Duchess 

Duchess of B Well, I hope she has a 
dance left Have you a dance left, 
Agatha f 

Lads A Yes, mamma 
Duchess of B I he next one ? 

Lady 4 Yes, mamma 
II May I have the pleasure? [Lady 
Agatha bows 3 

Duchess of B Mind you take great 
care of my little chatterbox, Mr Hop- 
per [Lady Agatha and Mr Hopper pass 
into ball-room 3 [Enter Lord Winder- 
mere L 3 

Lord W Margaret, I want to speak 
to you 

Lady W In a moment [The music 
stops 3 

P Lord Augustus Lorton. [Entet 

Lord Augiutusf\ 
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Lord. Augustus Good evening. Lady sary about my friendship with Mrs. 
Windermete Erlynne 

Duchess of B Sir James, will you take Lord A Hem' Well, look here, dear 
me into the ball-room? Augustus has old fellow Do you think she will ever 
been dining w ith us to-night I really s get into this demmed thing called So- 
have had quite enough of dear Augustus ciety ? Would you introduce her to your 
for the moment [Sir James Ralston wife? No use beating about the con- 1 
gives the Dttcluss his arm and escorts her founded bush. Would you do that? 
into the ball-room'] Lord W Mrs Erlynne is coming 

P Mr and Mrs Arthur Bowden io here to-night 
Lord and Lady Paisley Lord Darling- Lord A Your wife has sent her a 
ton [lhese people enter as announced] card? 

Lord A [Coming up to Lord Winder- Lord JV Mrs Erlynne has received 
mere J Want to speak to you particu- a card 

larly, dear boy I’m worn to a shadow 15 Lord A Then she’s all right, dear 
Know I don’t look it None of us men bov But why didn’t you tell me that 
do look what we really are Demmed before? It would have saved me a heap 
good thing, too What I want to know of worry and demmed misunderstand- 
is this Who is she? Where does she mgs 1 [Lady Agatha and Mr Hopper 
come from? Why hasn’t she got any 20 cross and exeunt on terrace LU E] 
demmed relations? Demmed nuisance, P Mr Cecil Graham 1 [Enter Mr. 
relations 1 But they make one so Cecil Graham ] 

demmed respectable Cecil Graham [Bou/s to Lady Winder- 

Lord W You are talking of Mrs. men, passes over and shakes hands -mlh 
Erlynne, I suppose? I only met her six 25 Lord Windermere] Good evening, 
months ago Till then, I never knew of Arthur W hy don’t you ask me how I 
her existence am? I like people to ask me how I am. 

Lord l You have seen a good deal It shows a widespread interest m my 
of her since then health Now, to-night I am not at all 

Lord W [Coldly] Yes, I have seen a 30 well Been dining with my people, 
good deal of her since then I hav e just Wonder whv it is one’s people are always 
seen her so tedious? Mv father would talk moral- 

Lord A Egad 1 the women are very lty after dinner I told him he was old 
down on her I have been dining with enough to know better But my ex- 
Arabella this evening 1 By Jove' you 35 perience is that as soon as people are 
should have heard what she said about old enough to know better, they don’t 
Mrs Erlynne She didn’t leave a rag on know anv thing at all Hallo, flippy' 
her [Aside ] Berwick and I told her Hear you’re going to be married again; 
that didn’t matter much as the lady in thought you were tired of that game 
question must h iv e an extremely fine 40 Lord 4 \ ou’re excessively triv lal, 

figure You should have seen Arabella’s my dear boy, excessively trivial' 
expression' But, look here, dear Cecil G By the way, Tuppy, which is 
boy I don’t know what to do about it? Have you been twice married and 
Mrs Erlynne Egad' I might be married once divorced, or twice divorced and 
to her, she treats me with such demmed 45 once married ? I say you’ve been twice 
indifference She’s deuced clever, too' divorced and once married It seems so 
She explains everything Egad 1 she ex- much more probable 
plains you She has got any amount of Lord A I have a very bad memory, 
explanations for you — and all of them I really don’t remember which [Moves 
different. 50 away R ] 

Lord W. No explanations are neces- Lady Plymdale. Lord Windermere, 
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I’ve something most particular to ask coldly to Mrs. Erlynne, who bows to her 
you. sweetly in turn , and sails into the room..'} 

Lord If'.: I am afraid — if you will ex- Lord D.: You have dropped your fan, 
cuse me — I must join my wife. Lady Windermere. {Picks it up and 

Lady P.: Oh, you mustn’t dream of 5 hands it to her.} 
such a thing. It’s most dangerous now- Mrs. Erlynne: [C.J How do you do. 
adavs for a husband to pay any atten- again, Lord Windermere? How charm- 

tion to his wife in public. It always ing your sweet wife looks! Quite a 

'A makes people think that he beats her picture! 

' when they’re alone. The world has 10 Lord W.: \_In a low voice.} It was ter- 
grown so suspicious of anything that ribly rash of you to come! 
looks like a happy married life. But I’ll Mrs. E.: {Smiling.} The wisest thing 
tell you what it is at supper. {Moves I ever did in my life. And, by the way, 

towards door of ball-room.} you must pay me a good deal of atten- 

Lord IV. : {C.} Margaret! I must is t ion this evening. I am afraid of the 

speak to you. women. You must introduce me to some 

Lady IV.: Will you hold my fan for of them. The men I can always manage, 

me, Lord Darlington? Thanks. {Comes How do you do, Lord Augustus? You 

down to him.} have quite neglected me lately. I have 

Lord IV.: {Crossing to her.} Margaret, 20 not seen you since yesterday. I am 

what you said before dinner was, of afraid you’re faithless. Every one told 

course, impossible? me so. 

Lady IV.: That woman is not coming Lord A.: [7?.] Now really, Mrs. Er- 
here to-night! lynne, allow me to explain. 

Lord IV.: [R.C.J Mrs. Erlynne is com- 25 Mrs. E.: [iJ.C.J No, dear Lord 
ing here, and if you in any way annoy Augustus, you can’t explain anything, 
or wound her, you will bring shame and It is your chief charm, 
sorrow on us both. Remember that! Ah, Lord A.: Ah! if you find charms in me, 

Margaret! only trust me! A wife should Mrs. Erlynne — {They converse together. 
trust her husband! 3 o Lord Windermere moves u neasVy about 

Lady IV.: [C.J London is full of the room watching Mrs. Erlynne.} 
women who trust their husbands. One Lord D.: {To Lady Windermere.}Hovr 
can always recognise them. They look pale you are! 

so thoroughly unhappy. I am not going Lady IV.: Cowards are always pale! 

to be one of them. {Moves up.} Lord 35 Lord D.: You look faint. Come out on 

Darlington, will you give me back my the terrace. 

.fan, please? Thanks. ... A useful thing Lady IV.: Yes. {To Parker.} Parker, 
a fan, isn’t it? ... I want a friend to- send my cloak out. 
night, Lord Darlington: I didn’t know Mrs. E.: {Crossing to her.} Lady Win- 
I would want one so soon. 40 dermere, how beautifully your terrace is 

Lord D.: Lady Windermere! I knew illuminated. Reminds me of Prince 

the time would come some day; but why Doria’s at Rome. {Lady Windermere 

to-night? bows coldly, and goes off with Lord Dar- 

Lord W .: I will tell her. I must. It lington.} Oh, how do you do, Mr. 

would be terrible if there were any 45 Graham? Isn’t that your aunt, Lady 
scene. Margaret . . . Jedburgh? I should so much like to 

P.: Mrs. Erlynne! {Lord Winder- know her. 
mere starts. Mrs. Erlynne enters, very Cecil C.: {After a moment’s hesitation 
beautifully dressed and very dignified. and embarrassment .J Oh, certainly, if 
Lady Windermere clutches at her fan, 50 you wish it. Aunt Caroline, allow me to 
then lets it drop on the floor. She bows introduce Mrs. Erlynne. 
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Mrs. E.: So pleased to meet you, Lord Windermere insists on my dancing 
Lady Jedburgh. [Sits beside her on the with him first, and, as it’s his own 
sofa. J Your nephew and I are great house, I can’t well refuse. You know I 
friends. I am so much interested in his would much sooner dance with 3'ou. 
political career. I think he’s sure to be 5 Lord A.: [ With a low bow.} I wish I 
a wonderful success. He thinks like a could think so, Mrs. Erlynne. 

Tory, and talks like a Radical, and Mrs. E.: You know it far too well. I 
that’s so important nowadays. He’s can fancy a person dancing through life 
such a brilliant talker, too. But we all with you and finding it charming, 
know from whom he inherits that. 10 Lord si.: [ [Placing his hand on his 
Lord Allandale was saying to me only while waistcoat . ] Oh, thank you, thank 
yesterday, in the Park, that Mr. you. You are the most adorable of all 
Graham talks almost as well as his aunt. ladies! 

Lady Jedburgh: Q/J.J Most kind of you Mrs. Erlynne: What a nice speech! 

to say these charming things to me! 15 So simple and so sincere! Just the sort 
[Mrs. Erlynne smiles, and continues of speech I like. Well, you shall hold my 
conversation .] bouquet. [Goes towards ball-room on 

Diunby: [To Cecil Graham . J Did you Lord Windermere' s arm.} Ah, Mr. 
introduce Mrs.»Erlynne to Lady Jed- Dumby, how are you? I am so sorry I 
burgh? aoha\e been out the last three times you 

Cecil G.: Had to, my dear fellow. have called. Come and lunch on Friday. 
Couldn’t help it! That woman can D.: [With perfect nonchalance.'} De- 
make one do anything she wants. How, lighted! [Lady Plymdale glares with in- 

I don’t known dignation at Mr. Dumby. Lord Augustus 

I).: Hope to goodness she won’t speak 25 follows Mrs. Erlynne and Lord Winder- 
to me! [Saunters towards Lady PI yin- mere into the ball-room holding bouquet-} 

dale.} Lady P.: [To Mr. Dumby.} What an 

Mrs. Erlynne: [C. To Lady Jedburgh.} absolute brute you are! I never can be- 

On Thursday? With great pleasure. lieve a word you say! Why did you tell 

[Rises, and speaks to Lord Windermere , 30 me you didn’t know her? What do you 
laughing.} What a bore it is to ha\e to mean by calling on her three times 

be civil to these old dowagers ! But they running? You are not to go to lunch 

always insist on it! there; of course you understand that? 

Lady P.: [To Mr. Dumby.} Who is D.: My dear Laura, I wouldn’t dream 
that well-dressed woman talking to 35 of going! 

Windermere? Lady P.: You haven’t told me her 

D.: Haven’t got the slightest idea! name yet! Who is she? 

Looks like an edition de luxe of a wicked D.: [Coughs slightly and smooths his 
French novel, meant specially for the hair.} She’s a Mrs. Erlynne. 

English market. 40 Lady P.: That woman! 

Mrs. E.: So that is poor Dumby with D.: Yes; that is what every one calls 
Lady Plymdale? I hear she is fright- her. 

fully jealous of him. He doesn’t seein Lady P.: How very interesting! How 
anxious to speak to me to-night. I intensely interesting! I really must have 
suppose he is afraid of her. Those straw- 45 a good stare at her. [Goes to door of ball- 
coloured women have dreadful tempers. room and looks in.} I have heard the 

Do you know, I think I’ll dance with most shocking things about her. They 

you first, Windermere. [Lord Winder- say she is ruining poor Windermere. 

mere bites his lip and frowns.} It will And Lady Windermere, w I10 goes in for 

make Lord Augustus so jealous! Lord 50 being so proper, invites her! How ex- 
Augustus! [Lord Augustus comes down.} tremely amusing! It takes a thoroughly 
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good woman to do a thoroughly stupid the look in his eyes was false, his voice 

thing You are to lunch there on Fn- false, his touch false, his passion false 

c ] a \ I He would come to you when he was 

D Why ? weary of others, you would have to 

Lady P Because I want you to take 5 comfort him He would come to you 

my husband with you He has been so when he was devoted to others, you 

attentiv e lately, that he has become a would have to charm him You would 

perfect nuisance Now, this woman is have to be to him the mask of his real 

just the thing for him He’ll dance at- life, the cloak to hide his secret 
tendance upon her as long as she lets 10 Lady W You are right — you are ter- 

him, and won’t bother me I assure you, nbly right But where am I to turn ? 

women of that kind are most useful You said you would be my friend, Lord 

They form the basis of other people’s Darlington — T. ell me, what am I to do ? 

marriages Be my friend now 

D What a mystery you are' 15 Lord D Between men and women 

Lad\ P Q Looking at him ] I wish \ou there is no friendship possible There is 
were' passion, enmity, worship, love, but nc 

D I am — to myself I am the only friendship I lov e you — 
person in the world I should like to know Lady W No, no 1 [Rises ] 

thoroughly, but I dor’t see any chance 20 Lord D Yes, I love you 1 You are 

of it just at present \_lhty pass into the more to me than anything in the whole 
ball-room, and Lady II indenture and world What docs your husband giv e 
Lord Darlington enter from the terrace'] you 9 Nothing Whatever is in him he 
Lady IV Yes Her coming here is gives to this wretched woman, whom he 
monstrous, unbearable I know now 25 has thrust into vour societv , into your 
what you meant to-day at tea time home, to shame you before every one 

W hy didn’t you tell me right out ? You I offer you my life — 

should have 1 Lady 11 Lord Darlington 1 

Lord D I couldn’t 1 A man can’t tell Lord D My life — my whole life 

these things about another man 1 But if 30 Take it, and do with it what you will 
I had known he was going to make you I love you — love you as I h ive never 
ask her here to-night, I think I would loved any living thing From the mo- 
have told you That insult, at any rate, ment I met you I loved you, loved you 
you would have been spared blindly, adoringly, madly 1 You did not 

Lady 11 I did not ask her He in- 35 know it then — you know it now 'Leave 

sisted on her coming — against my ^n- this house to-night I won’t tell you that 
tieaties — ig unst my commands Oh* the the w 01 Id m itters nothing, 01 the world’s 
house is tainted forme' I feel that every voice, or the voice of society I hey m tt- 
womin here sneers at me as she d inccs ter a gre it deil They nutter fir too 
by vv ith my husb ind W hat have 1 done 40 much But there are moments vv hen one 
to deserve this ? I gave him all mv life has to choose between living one’s own 
He took it — used it — spoiled it' I am life, fully, entirely, completely — or 
degrided in my own eyes, and I lack dragging out some false, shallow, de- 
courage — I am a coward' [Sits do in on grading existence that the world m its 
sofa ] 45 hypoensy demands Y’ou have that 

Lord D If I know you at all, I know moment now Choose' Oh, my love, 
that you can’t live with a min who choose' 

treats vou like this' \\h it sort of life Lady IV [Moving slo oly a lay from 
would you have with hun ? A ou would him, and looking at him with startled 
feel that he was lying to you every 50 eyes ] I have not the courage 
moment of the dav Y ou would feel that Lord D [following her] Yes, you 
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have the courage. There may be six Lady IV.: How alone I am in lifel 
months of pain, of disgrace even, but How terribly alone! [The music slops. 
when you no longer bear his name, when Enter the Duchess of Berwick' and f Lord 
you bear mine, all will be well. Margaret, Paisley laughing and talking. Other 
my love, my wife that shall be some $ guests come on from hall-room. 3 
day — yes, my wife! You know it! What Duchess of B.: Dear Margaret, I’ve 
are you now? This woman has the place just been having such a delightful chat 
that belongs by right to you. Oh! go — with Mrs. Eriynne. I am so sorry for 
go out of this house, with head erect, what 1 said to you this afternoon about 
with a smile upon your lips, with cour- roher. Of course, she must be all right if 
age in your eyes. All London will know you invite her. A most attractive 
why you did it; and who will blame you? woman, and has such sensible views on 
No one. If they do, what matter? life. Told me she entirely disapproved of 
Wrong? What is wrong? It’s wrong for people marrying more than once, so I 
a man to abandon his wife for a shame- 15 feel quite safe about poor Augustus, 
less woman. It is wrong for a wife to re- Can’t imagine why people speak against 
main with a man who so dishonours her. her. It’s those horrid nieces of- mine — 
You said once you would make no com- the Saville girls — they’re always talking 
promise with things. Make none now. scandal. Still, I should go to Homburg, 
Be brave! Be yourself! 20 dear, I really should. She is just a little 

Lady IV.: I am afraid of being myself. too attractive. But where is Agatha? 
Let me think! Let me wait! My husband Oh, there she is! [Lady Agatha and Mr. 
may return to me. [Sits down on sofa. ] Hopper enter from terrace L.U.E.~\ Mr. 

Lord D.: And you would take him Hopper, I am very, very angry with 
back! You are not what I thought you 25 you. You have taken Agatha out on the 
were. You are just the same as every terrace, and she is so delicate, 
other woman. You would stand any- Hopper: [L.Ci] Awfully sorry, Duch- 
thing rather than face the censure of a ess. We went out for a moment and then 
world whose praise you would despise. got chatting together. 

In a week you will be driving with this 30 Duchess of B.: £C.J Ah, about dear 
woman in the Park. She will be your Australia, I suppose? 
constant guest — your dearest friend. Hopper: Yes! 

You would endure anything rather than Duchess of B.: Agatha, darlingl 
break with one blow this monstrous tie. [Beckons her over .] 

You are right. You have no courage; 35 Lady A.: Yes, mamma! 1 

none! Duchess of B.: [Aside Did Mr. 

Lady IV- : Ah, give me time to think. Hopper definitely — 

I cannot answer you now. [Passes her Lady A.: Yes, mamma. 
hand nervously over her bro:vd\ Duchess of B.: And what answer did 

Lord D.: It must be now or not at all. 40 you give him, dear child? 

Lady JV.: [Rising from, the sofa.~\ Then, Lady A.: Yes, mamma, 
not at all! [A paused] Duchess of B.: [Affectionately .] My 

Lord D.: You break my heart! dear one! You always say the right 

Lady IV.: Mine is already broken. [A thing. Mr. Hopper! James! Agatha has 

pause .] 45 told me everything. How cleverly you 

Lord D.: To-morrow I leave England, have both kept your secret. 

This is the last time I shall ever look on Hopper: You don’t mind my taking 
you. You will never see me again. For Agatha off to Australia, then, Duchess? 
one moment our lives met — our souls Duchess of B.: [Indignantly. J To 
touched. They must never meet or touch 50 Australia? Oh, don’t mention, that 
again. Good-bye, Margaret. [Exit.] dreadful vulgar place. 
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II.: But she said she’d like to come 
with me. 

Duchess of B.: [Severely] Did you 
say that, Agatha? 

Lady A.: Yes, mamma. 

Duchess of B.: Agatha, you say the 
most silly things possible. I think on the 
whole that Grosvenor Square would be 
a more healthy place to reside in. There 
are lots of vulgar people live in Gros- 
venor Square, but at any rate there are 
no horrid kangaroos crawling about. 
But we’ll talk about that to-morrow. 
Janies, you can take Agatha down. 
You’ll come to lunch, of course, James. 
At half-past one, instead of two. The 
Duke will wish to say a few words to 
you, lam sure. 

II.: I should like to have a chat with 
the Duke, Duchess. He has not said a 
single word to me yet. 

Duchess of B.: I think you’ll find he 
will have a great deal to say to you to- 
morrow. [Exit Lady Agatha with Mr. 
Hopper .] And now good-night, Mar- 2 
caret. I’m afraid it’s the old, old story, 
dear. Love — well, not love at first sight, 
but love at the end of the season, which 
is so much more satisfactory. 

Lady If '.: Good-night, Duchess. [Exit 
the Duchess of Berwick on Lord Paisley’s 
arm .J 

Lady P.: My dear Margaret, what a 
handsome woman your husband has 
ben dancing with! I should be quite 
jealous if I were you! Is she a great 
friend of yours ? 

Lady IV.: No! 

Lady P.: Really? Good-night, dear. 
[Looks at Mr. Damby and exit] 

D.: Awful manners young Hopper 
las! 

Cecil G.: Ah! Hopper is one of Na- 
ture’s gentlemen, the worst type of 
gentleman I know. 

D.: Sensible woman, Lady Winder- 
mere. Lots of t\i\es would base ob- 
jected to Mrs. Erlynne coming. But 
Lady Windermere has that uncommon 
thing called common sense. 

Cecil G.: And Windermere knows that 


j nothing looks so like innocence as an 
1 indiscretion. 

D.: Yes; dear Windermere is becoming 
almost modern. Never thought he would. 
5 [Bows to Lady Windermere and mi/.] 

Lady J.: Good-night, Lady Winder- 
mere. What a fascinating woman Mrs. 
Erlynne is! She is coming to lunch on 
Thursday, won’t you come too? I expect 
o the Bishop and dear Lady Merton. 

Lady IV.: I am afraid I am engaged. 
Lady Jedburgh. 

Lady J.: So sorry. Come, dear. [Exe- 
unt Lady Jedburgh and Miss Graham..'] 
5 [Enter Mrs. Erlynne and Lord H inder- 
mere] 

Mrs. E.: Charming ball it has been! 
Quite reminds me of old days. [Stir on 
sofa] And I see that there are just as 
o many fools in society as there used to be. 
So pleased to find that nothing has 
altered! Except Margaret. She’s grown 
quite pretty. The last time I saw her — 
twenty years ago, she was a fright in 
5 flannel. Positive fright, I assure you. 
The dear Duchess! and that sweet Lady 
Agatha! Just the typeof girl I like! Well, 
really, Windermere, if I am to be the 
Duchess’s sister-in-law — 
o Lord IV.: [Sitting L. of her] But are 
you — ? [Exit Air. Cecil Graham with rest 
of guests Lady Windermere -watches , 
with a look of scorn and pain, Mrs. Er- 
lynne and her husband. They are tin - 
j conscious of her presence] 

Mrs. E.: Oh, yes! He’s to call to- 
morrow at twelve o’clock! He wanted to 
propose to-night. In fact he did. He kept 
on proposing. Poor Augustus, you know 
o how he repeats himself. Such a bad 
habit! But I told him I wouldn’t give 
him an answer till to-morrow. Of course 
I am going to take him. And I dare sa> 
I’ll make him an admirable wife, as 
5 wives go. And there is a great deal of 
good in Lord Augustus. Fortunately it 
is all on the surface. Just where good 
qualities should be. Of course you must 
help me in this matter, 
o Lord IV.: I am not called on to en 
courage Lord Augustus, I suppose? 
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Mr r . E Oh, no 1 1 do the encouraging 
But you v ill make me a h indsome settle- 
ment, Windermere, won’t you 5 

Lord If [lioonti Is that what 
you want to talk to me about to-night? 

' Mrs E \ cs 

Lord Jf [ 1 / i th a gesture of impa- 
tience ] I will not talk of it here 

Mrs E [Laughin b ] lhen we will 
talk of it on the terrace E\ en business i 
should have a picturesque background 
Should it not, V\ mdermere? With a 
proper background women can do any- 
thing 

* Lord W Won’t to-morrow do as w ell ? i 
Mis E No, you see, to-morrow I am 
going to accept him And I think it 
would be a good thing if I was able to 
tell him that I had — well, what shall 
I say ? — £2000 a year left to me by 2 
a third cousin — or a second husband — 
or some distant relam e of that kind It 
would be an additional attraction, 
wouldn’t it? You hate a delightful op- 
portunity now of paying me a compli- 2 
v ment, Windermere But you are not 
■v ery cle\ er at paying compliments I am 
afraid Margaret doesn’t encourage you 
in that excellent habit It’s a great mis- 
take on her part When men gn e up 3 
i saying what is charming, they give up 
< thinking what is charming But seri- 
ously, what do you say to £2000 ? 
£2500, I think In modern life margin 
is everything Windermere, don’t you 3 
^ think the world an intensely amusing 
place? I do 1 [Exit on terrace with Lord 
Windermere Music strikes up in ball- 
room 2 

Lady W To stay in this house any 4 
longer is impossible To-night a man 
who loves me offered me his whole life 
I refused it It was foolish of me I will 
goffer him mine now I will give him 
^ mine I will go to him 1 [Puts on cloak 4 
and goes to the door, then turns back Sits 
down at table and writes a Utter, puts it 
into an envelope, and leaves it on table ] 
Arthur has nev er understood me When 
he reads this, he will He may do as he 5 
chooses now with his life I have done 


with mine as I think best, as I think 
right It is he who has broken the bond 
of marriage — not I I only break its 
bondage [Exit ] [Parker enters L and 
S crosses towards th ' ball-room R Enter 
Mrs Erh line ] 

Mrs E Is Lady Windermere in the 
ball-room'' 

P Her ladyship has just gone out. 
o Mrs E Gone out ? She’s not on the 
terrace ? 

P No, madam Her ladyship has 
just gone out of the house 

Mrs L [ Starts , and looks at the 
5 savant with a puzzled expression m her 
face ] Out of the house? 

P Yes, madam — her ladyship told 
me she had left a letter for his lordship 
on the table 

o 1 hs E A letter for Lord Winder- 

mere? 

P Yes, madam. 

Mrs E Thank you [Put Parker. 
The music m the ball-room stops ] Gone 
S out of her house 1 A letter addressed to 
her husband 1 [Goes our to bureau and 
looks at letter Take f it up and laxs it 
do cn again with a shudder of fear ] No, 
no 1 It would be impossible' Life doesn’t 
repent its tragedies like that' Oh, why 
does this horrible fancj come across me? 
Why do I remember now the one mo- 
ment of my life I most wish to forget? 
Does life repeat its tragedies? ['I ears 
letter open and reads it, ihen sinks down 
into a chair with a gestuee of anguish ] 
Oh, how terrible' The same words that 
twenty years ago I wrote to her father' 
and how bitterly I have been punished 
for it' No, my punishment, my real pun- 
ishment is to-night, is now ' [Still seated 
R ] [Enter Lord Windermere L U E~\ 

Lord W Have you said good-night 
to my wife? [Comes C ] 

Mrs E [Crushing letter m her hand.'] 
Yes 

Lord W • Where is she 5 

Mrs E She is very tired She has 
gone to bed She said she had a headache. 

Lord W.: I must go to her. You’ll ex- 
cuse me? 
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Mrs. E.: Q Rising hurriedly.} Oh, no! [ Goes L.~\ But how shall I do it? It must 
It’s nothing serious. She’s only very be done somehow. Ah! [Enter Lord 

tired, that is all. Besides, there are people A it gust us R.U.E. carrying bouquet .] 

still in the supper-room. She wants you Lord. A.: Dear lady, I am in such sus- 
to make her apologies to them. She said 5 pense! May I not have an answer to my 
she didn’t wish to he disturbed. [Drops request? 

letter.} She asked ine to tell you! Mrs. E.: Lord Augustus, listen to me. 

Lord IF.: [Picks up letter . ] You have You are to take Lord Windermere down 
dropped something. to your club at once, and keep him there 

Mrs. E.: Oh yes, thank you, that is 10 as long as possible. You understand? 
mine. [Puts out her hand to take it.'} Lord A.: But you said you wished me 

Lord W.: [Still looking at letter.} But to keep early hours! 
it’s my wife’s handwriting, isn’t it? Mrs. E.: [Nervously!} Do what I tell 

Mrs. E.: [Takes the letter quickly.} you. Do what I tell you. 

Yes, it’s — an address. Will you ask them 15 Lord A.: And my reward? 

to call my carriage, please? Mrs. E.: Your reward? Your reward? 

Lord IF.: Certainly. [ Goes L. and Oh! ask me that to-morrow. But don’t 
Exit.} let Windermere out of your sight to- 

il/™. E.: Thanks! Whal: can I do? night. If you do I will never forgive you. 
What can I do? I feel a passion awaken- 20 I will never speak to you again. I’ll have 
ing within me that I never felt before. nothing to do with you. Remember you 
What can it mean? The daughter must are to keep Windermere at your club, 
not be like the mother — that would be and don’t let him come back to-night, 
terrible. How can I save her? How can [Exit L.} 

1 save my child? A moment may ruin a 25 Lord A.: Well, really, I might be her 
life. Who knows that better than I? husband already. Positively I might. 
Windermere must be got out of the [Follow her in a bewildered manner.} 
house; that is absolutely necessary. 


NOTES ON ACT II 

Act II is the product of all the skillful preparations made in Act I. Note 
how all the lines of action established in Act I — those in which the Duchess, 
Lady W., and Mrs. Erlynne are the principals — have been followed up. 
Because of the carefulness and completeness of the prearrangements, every- 
thing appears to move ahead very smoothly. 

But in writing Act II Wilde has more of a task than that of presenting 
the inevitable outcome of what was started in Act I. He has to arrange a 
complex set of materials in such a way that interest will be continuous., 
action progressive, and the effect climactic. Note his great initial advantage 
in having all the action take place at a ball: because of this fact the whole 
problem of exits and entrances becomes an easy one, and the author gains! 
an unusual freedom in moving his characters about — in and out of the scene. 
He can devote all his energies to the effects he wishes to secure. 

The Structure of Act II. The main structure of Act II is clear: Wilde ar- 
ranges all the action around three major points of interest. So the whole Act 
moves in a recognizable rhythm of heightening and decreasing tension, 
reaching three climactic points, the third being the most sustained. This 
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pattern is amplified further by Wilde’s use of two moods, one quite serious, 
the other rather gay and witty. He alternates these not only for variety 
but also to support the basic pattern: the relaxation after a tense point 
usually takes the form of a lighter and gayer passage. The Act is written, 
' as it were, in contrasting panels. 

It is also written so as to present a logical progression from one high 
point to another: Lady W. has ; to be influenced by Mrs. Erlynne before 
she can listen to further proposals by Darlington, and she needs further 
persuasion by Darlington before she can decide to leave with him. Hence 
the Act seems tight and orderly in its construction. 

The first high point is the arrival of Mrs. Erlynne, an incident toward 
which the latter part of Act I has been pointed. Notice how carefully Wilde 
sets the stage for Mrs. E.’s entry, toward which the first part of Act II 
moves in a crescendo. First, we have a general view of society. But in order 
to keep this from being detached and undramatic, Wilde uses, as a center 
for it, the already familiar Berwick-Agatha-Hopper action, which is de- 
veloped a step further. Second, we have the dialogue between Lord Augus- 
tus and Lord Windermere, which not only focuses our attention on the 
coming arrival of Mrs. E., but also indicates Lord Augustus’s interest in 
her and thus looks ahead toward other possibilities. Further, since Lord 
Augustus is the brother of the Duchess of Berwick, we find signs of a 
division in Society’s attitude toward Mrs. Erlynne. Then, just before 
, Mrs. E.’s arrival, Wilde skillfully focuses our attention by means of the fan. 
Why does he wish to make us very conscious of the fan? How does he set 
about doing it? What is the significance of Lady Windermere’s dropping 
her fan at the climactic moment? 

When Lady Windermere does not strike or assault Mrs. Erlynne, the issue 
is of course settled for the moment, tension relaxes, and Wilde introduces a 
panel of action in the lighter mood. But the contrast in tone does not obscure 
a real continuity: first Mrs. Erlynne faces her chief enemy, Lady Winder- 
mere, and then goes on to face the others. Matters become slightly more 
y serious in the dialogue between Durnby and Lady Plymdale, which is 
• brief but significant. What is Wilde getting at by indicating quite clearly 
the relationship between the two? The tone again becomes completely 
serious in the Darlington-Lady W. dialogue, which contains the second 
climactic moment of the Act — Lady W.’s refusal of Darlington. 

Again we find a reduction of tension and a humorous panel — the com- 
pletion of the Agatha-Hopper affair. Can you see by now r how this secondary 
strand of action is woven into the theme? What, for instance, is the rela- 
A tion of this “love” affair to the love of Darlington for Lady W. ? To Lady 
Berwick’s suspicion of Mrs. Erlynne and of husbands in general? How does 
the Duchess contrast with Lady W. ? 

The third period of high tension is the most sustained, lasting from Lady 
W.’s decision to the end of the Act. Note how the three climaxes are related: 
since the second is more sustained than the first, and the third more than 
the second, we have an over-all rising movement; and further, at each 
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climax. Lady W. is making a decision. In other words, the act is essentially 
hers, dramatizing her psychological development. 

Evidences of Melodrama. After Lady W. leaves, however, and Mrs. Er- 
lynne takes over the stage, we have a shift in point of view. That is, Wilde 
is not merely examining Lady W.’s internal conflict; rather he is interested 
in making a comparison. Hence we must learn about the comparable case. 
Since he wished to do it in this way, Wilde was doubtless willing to take 
the risk of the loss of continuity entailed in the shift of point of view. 

Here is a good opportunity to note a difference between drama and othei 
forms. Either a movie or a novel, for instance, could have kept both Lady 
W. and Mrs. Erlynne in view simultaneously and thus achieved some ex- 
cellent effects. Drama cannot, so to speak, see things simultaneously but must 
present them consecutively. What it so loses is clear; but can you also see 
what it may gain? Further, how might the party of Act II have been han- 
dled differently by fiction or movie? What other events might have been 
presented directly? What might a movie have tended to overemphasize? 

Note certain other problems at this point: (i) Lest Mrs. Erlynne’s con- 
cern over Lady W. seem unmotivated, Wilde must make explanations. 
Why must Wilde use a soliloquy here? Now, we can accept the soliloquy as 
a convention (see Glossary), but beyond that we also can ask that it work. 
The question is not so much, Is it true to life ?, as, Does it do what it is sup- 
posed to do? In this case, does Mrs. Erlynne’s revelation seem easily and 
logically made, and does her emotion seem plausible? Or is it awkward 
and unconvincing, and even rather melodramatic? Does the management 
of this part of the act seem to indicate hasty or careless work on the part 
of Wilde? (2) Since Lord Augustus is Mrs. Erlynne’s only available helper, 
it is he who must get Lord W. out of the house. But from what we have seen 
of Lord A. it is difficult to believe that he could get anybody to go any- 
where (note, incidentally, that this little episode increases our knowledge 
of the relationship between Mrs. E. and Lord A.). (3) Mrs. Erlynne can 
discover and take part in what is going on only by finding and reading a 
letter addressed to someone else. Is not this the sort of device used in ad- 
venture and mystery stories, that is, in melodrama? (For a further discus- 
sion of this term, see the Glossary.) 

In fact, do not all the difficulties here derive from the fact that Wilde 
is giving the play a melodramatic turn? He appears to lose interest in pre- 
senting the development of Lady W.’s character and to prefer, instead, to 
save her from the consequences of her mistake. That is, by turning from 
Lady W., he shows that he actually stops studying her beliefs and impulses; 
he turns from analyzing her to rescuing her. As Mrs. Erlynne takes charge 
of the situation, what we see coming up is precisely the last-minute rescue. 
Wilde gives up the problem of character and limits himself to purely 
external, mechanical matters. This is one of the ways of melodrama. 
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THIRD ACT 

lScene Lord Darlington’ 1 ; Rooms 
A large sofa is in front of fireplace R. At 
the back of the stage a curtain is drawn 
across the window Doors L and R 
Table R with writing materials lable 
C with syphons, glasses, and Tantalus 
frame Table L with cigar and cig- 
arette box Lamps lit ] 


he let me go away at all ? I have heard 
that men are brutal, horrible Oh* 
| Jhdcs her face in Ini hands ] [Enter 
Mrs Erhnne L] 

5 Mrs E Lady Windermere* \_Lady 
Windermere starts and looks up Then re- 
coils m conit mpt'] Thank Heaven I am 
m time You must go back to you! 
husband’s house immediately. 

o Lady IF Must? 


Lady IF [Standing by the fit eplace~\ Mrs E [Authontativeh'~\ Yes, you 

Why doesn’t he come* This waiting is must* There is not a second to be lost 

horrible He should be here Why is he Lord Darlington may return at any 

t not here, to wake by passionate words moment 

some fire within me* I am cold — cold as 15 Lady IF Don’t come near me* 
a lov eless thing Arthur must hav e re id Mrs E Oh* You are on the brink of 
my letter by this time If he cared for ruin, you are on the brink of a hideous 
me, he would have come after me, would precipice You must leave this place at 
have taken me back by force But he once, my carnage is waiting at the cor- 
doesn’t cire He’s entrammelled by this 20 ner of the street You must come with 
woman — fascinated by her — dominated me and drive straight home [Lady 
by her If a woman vv ants to hold a man, Windermere throws off her cloak and 

she has merely to appeal to whit is flings it on the sofa J What are you 

worst in him We make gods of men and doing 7 

they leave us Others makes brutes of 25 Lady W Mrs Erlvnne — if you had 
them and thev fawn and are faithful not come here, I would hav e gone back. 
How hideous life is* Oh* it was mad But now that I see you, I feel that 
of me to come here, horribly mad And nothing in the whole world would in- 
yet, which is the worst, I wonder, to be duce me to live under the same roof as 
at the mercy of a man who lov es one, or 30 Lord Windermere You fill me with 
the vv ife of a man who in one’s own house horror I here is something about you 
dishonours one 7 What woman knows* 1 that stirs the wildest — rage within me. 
What woman in the whole world 7 But And I know why you are here My 
will he love me always, this man to husband sent you to lure me back that 
v whom I am giving my life 7 Wh it do 1 35 I might serve as a blind to whatever re- 
bring him 7 Lips that have lost the note lations exist between vou and him. 
of joy, eyes that are blinded by tears, Mrs E Oh’ Y’ou don’t think that — 
chill hands and icy heart I bring him you can’t 

nothing I must go b ick — no, I can’t go Lady W Go back to my husband, 
back, my letter has put me in their 40 Mrs Erlynne He belongs to you and 
power— Arthur would not take me back* not to me I suppose he is afraid of a 
That fatal letter* No’ Lord Darlington scandal Men are such cowards They 
.leaves England to-morrow. I will go outrage every law of the world, and are 
pi with him — I hav e no choice [Sits down afraid of the world’s tongue But he had 
for a few moments Then starts up 0111/45 better prepare himself He shall have a 
puts on her cloak ] No, no’ I will go back, scandal He shall have the worst scandal 
let Arthur do with me what he pleases there has been in London for years He 
I can’t wait here It has been madness shall see his name in every vile paper, 
my coming I must go at once As for mine on every hideous placard 
Lord Darlington — Oh* here he is’ What 50 Mis Erlynne No — no — 
shall I do 7 What can I say to him 7 Will Lady W.: Yes’ he shall Had he come 
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himself, I admit I would hiv e gone bach 
to the life of degr idation a ou and he had 
prepared for me — I was going bach — 
but to stay himself at home, and to send 
vou as his messenger — oh* it was infa- 
mous — infamous 

Mrs L [C] Lady Windermere, you 
wrong me horribly — you wrong your 
husband horribly He doesn’t hnow you 
are here — he thinhs you are saf“ in your 1 
own house He thinhs you are asleep in 
your own room He never read the mad 
letter you wrote to him 1 

Lady JV [j? ] Never read it 1 
Mrs E No — he hnows nothing i 

about it 

Lady W How simple you thmh me 1 
[Going to her ] You are lying to me I 
Mrs E [ Restraining herself ] I am 
not I am telling you the truth 2< 

Lady JV If my husband didn’t read 
my letter, how is it that you are here? 
Who told you I had left the house you 
were shameless enough to enter? Who 
told you where I had gone to? My 2 
husband told you, and sent you to de- 
coy me bach {Crosses L ] 

Mrs E [UC] Your husband has 
never seen the letter I — saw it, I opened 
it I — read it 3 

Lady JV [ Turning to her ] You 
opened a letter of mine to my husband ? 
You wouldn’t dare 1 

Mrs E Dare' Oh 1 to save you from 
the abyss into which you are falling, 3 
there is nothing in the world I would 
not dare, nothing in the whole world 
Here is the letter Your husband has 
never read it He never shall read it 
[Going to fireplace ] It should never have 4 
been written [ Tears it and throws it into 
the fire~\ 

Lady JV [ With infinite contempt in 
her voice and look ] How do I hnow that 
that was my letter after all ? You seem 4 
to thinh the commonest device can tahe 
me in I 

IGr r Oh' why do you disbelieve 
everything I tell you? What object do 
you thinh I have in coming here, except 5 
to save you from utter ruin, to save you 


from the consequence of a hideous mis- 
take? lliat letter that is burnt now was 
your letter I swear it to you 1 

Lady JV [S/o oh ] "V ou tooh good 
5 care to burn it before I had examined it 
I cannot trust you You, whose whole 
life is a lie, how could you speak the 
truth about anything ? [Silr down ] 

1 Its E [ Hurriedly ] Thmh as you 
o like about me — say what you choose 
against me, but go bach, go bach to the 
husband you love 

Lady W [ Sullenly I do not love 
him 1 

; Mrs E You do, and you hnow that 
he loves you 

Lady JV He does not understand 
what love is He understands it as little 
as you do — but I see what you want 
5 It would be a great advantage for you to 
get me bach Dear Heaven 1 what a life 
I would hav e then 1 Living at the mercy 
of a woman who has neither mercy nor 
pity in her, a woman whom it is an 
; infamy to meet, a degradation to hnow, 
a vile woman, a woman who comes be- 
tween husband and wife' 

Mrs E {JVith a gesture of despair ] 
Lady Windermere, Lady Windermere, 

0 don’t say such terrible things \ ou don’t 
know how terrible they are, how terrible 
and how unjust Listen, you must listen 1 
Only go bach to your husband, and I 
promise you never to communicate with 
5 him again on any pretext — nev er to see 
him — never to have anything to do with 
his life or yours The money that he gave 
me, he gave me not through love, but 
through hatred, not in worship, but in 
0 contempt The hold I have over him — 

Lady JV [ Rising 3 Ah I you admit 
you have a hold I 

Mrs E Yes, and I will tell you what 
it is It is his love for you, Lady Winder- 
5 mere 

Lady W You expect me to believe 
that? 

Mrs E You must believe it 1 It is 
true It is his love for you that has made 
o him submit to — oh 1 call it what you 
like, tyranny, threats, anything you 
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choose But it is his love for you His world has ever shed You don’t know 
desire to spare you — shame, yes, shame what it is One pajs for one’s sm, and 
and disgrace then one pays again, and all one’s life 

Lady W What do you mean? You one pays You must ne\ er know that — 
are insolent! What has e I to do with $ \s for me, if suffering be an expiation, 
you? then at this moment I has e expiated all 

Mrs E {Jlumbly 3 Nothing I know my faults, whate\ er they have been; for 
it — but I tell you that your husband to-night you have made a heart in one 
loves you — that you may never meet who had it not, made it and broken it. 
with such love again in your whole life 10 — But let that pass I may have wrecked 
— that such love you w ill nev er meet — my own life, but I w ill not let you wreck 
and that if you throw it away, the day yours You — why, you are a mere girl, 
may come when you will starve for love you would be lost You haven’t got the 
, and it will not be given to you, beg for kind of brains that enables a woman to 
love and it will be denied you — Oh 1 15 get back You have neither the wit nor 
Arthur loves you I the courage You couldn’t stand dis- 

Lad\ If Arthur? And you tell me honour 1 No' Go back, Lady Winder- 
there is nothing between you? mere, to the husband who loves you, 

1 /rr E Lady Windermere, before whom you love You have a child, Lady 
Heaven your husband is guiltless of all 20 Windermere Go back to that child who 
offence towards you* And I — I tell you even now, in pain or in joy, may be 
that had it ever occurred to me that such calling to you [ Lad\ Windermere rises ] 
a monstrous suspicion would have en- God gave you that child He will require 
tered your mind, I would have died fiom you that you make his life hne, 
rather than have crossed your life or 25 that you w atch ov er him What answer 
his — oh 1 died, gladly died' [ Moves away will you make to God if his life is ruined 
to sofa R 3 through you? Back to your house, Lady 

Lady IF You talk as if you had a Windermere — your husband loves you 1 
heart Women like you have no hearts He Ins nev er swerved for a moment from 
Heart is not in you You are bought and 30 the love he bears you But even if he 
sold L C 3 had a thousand loves, you must stay 

Mrs E [ Starts , with a gesture oj with v our child If he was harsh to you, 
pain [lien restiams herself, and conies you must st ly with your child If he 
over to where Lady Windermere is sitting ill-treated you, you must stay with 
As she speaks, she stretches out her hands 35 your child If he abandoned you, your 
1 tozeaids her. Lilt doe\ not dare to touch place is with your child \_Lady Winder- 
her 3 Believ e what you choose about me meie bursts into tears and buries her face 
1 am not worth a moment’s sorrow But in her hands~\ [Rushing to her 3 Lady 
don’t spoil your beautiful young life on Windermere' 

my account* You don’t know what may 40 Lady IF (~ Holding out her hands to 
be in store for you, unless you leave this her, helplessly, as a child might do 3 Take 
house at once You don’t know what it me home Take me home 
is to fall into the pit, to be despised, Mrs E [Lr about to embrace her. 

>1 mocked, abandoned, sneered at — to be Then restrains herself There is a look of 
an outcast' to hnd the door shut against 45 wonderful joy in her face ] Come 1 Where 
< one, to have to creep in by hideous by- is your cloak? [_Getting it from sofa 3 
ways, afraid every moment lest the Here Put it on Come at once' [They go 
mask should be stripped from one’s face, to the door 3 

and all the while to hear the laughter. Lady IF. Stopl Don’t you hear 
the horrible laughter of the world, a 50 voices? 

thing more tragic than all the tears the Mrs. E No, nol There is no one! 
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Lady W Yes, there is 1 Listen! Oh 1 Cecil G Thanhs [Goes to table mth 
that is my husband’s voice' He is Lord Darlington 3 Mrs Erlynne looked 
coming in 1 Save me' Oh, it’s some v ery handsome to-night, didn’t she ? 
plot' You have sent for him [I oices Lord D I am not one of her ad- 
outside ] S mirers 

Mrs E Silence' I’m here to save Cecil G I usen’t to be, but I am now 
you, if I can But I fear it is too late' Why' she actually made me introduce 
There' [Points to the curtain across the her to poor dear Aunt Caroline I be- 
umdo-i'] The first chance you have, hev e she is going to lunch there 
slip out, if you ever get a chance' io Lord D [In surprise J No ? 

Lad\ JV But y ou ? Cecil G She is, really 

Mrs E Oh ' nev er mind me I’ll face Lord D Excuse me, you fellows I’rr 

them [Lad\ JPindermere hides herself going away to-morrow And I have to 
behind the curtain~\ vv rite a few letters [Goes In anting tabl> 

Lord 4 [ Outside 3 Nonsense, dear 15 and sits do in'] 

Windermere, vou must not leave me' D Clev er woman, Mrs Erlynne 

Mrs E Lord Augustus' Then it is I Cecil G Hallo, Dumby' I thought 
who am lost' [Hesitates for a moment, you were asleep 
then looks round and sees door R , and D I am, I usually am' 

exit through it~\ [Enter Lord Darlington, 20 Lord 4 A very clever woman 

Mr Dumby, Lord Windermere, Lord Knows perfectly well what a demmed 
Augustus Lorton, and Mr Cecil Graham ] fool I am — knows it as well as I do my- 
Dumb\ What a nuisance their turn- self [Cecil Graham comes to uards him 
ing us out of the club at this hour' It’s laughing J Ah, you mav Hugh, my boy, 
only two o’clock [Sinks into a chair 3 25 but it is a great thing to come across a 
The lively part of the evening is only woman who thoroughly understands 
just beginning [Yavns and closes Ins one 

eyes ] D It is an awfully dangerous thing 

Lord Jf It is very good of you, Lord They always end by marrying one 
Darlington, allowing Augustus to force 30 Cecil G But I thought, luppy, you 
our company on you, but I’m afraid I were never going to see her agun' Yes' 
can’t stay long you told me so yesterday ev ening at the 

Loid D Really' I am so sorry' You’ll club You said you’d heard — [Whisper- 
take a cigar, won’t you ? mg to him J 

Lord II Thanks' [Stir do vn 3 35 Lord A Oh, she’s explained that 

Lord A [To Lord Windermere ] My Cecil G And the Wiesbaden affair ? 

dear boy, you must not dream of going Lord A She’s explained that too 

I have a great deal to talk to vou about, Dumby And her income, JTuppy ? 

of demmed importance, too [Sits doum Has she explained that ? 
unth him at L table 3 40 Lord A [In a very serious voice J 

Cecil G Oh' We all know what that She’s going to explain that to-morrow 
is' Tuppy can’t talk about anything but [Cecil Graham goes back to C table 3 

Mrs Erlynne' D Awfully commercial, women now- 

Lord W Well, that is no business of adays Our grandmothers 'threw their' 
yours, is it, Cecil ? 45 caps over the mills, of course, but by 

Cicil Ci None' That is why it inter Jove their granddaughters only throw 
ests me My own business always bores then caps over mills that can raise the 
me to de ith I prefer other people’s wind for them 

Lord D Have something to drink, Lord A You want to make her out a 

you fellows Cecil, you’ll have a whiskey 50 wicked woman She is not 1 
and soda ? Cecil G Ob' Wicked women bother 
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one. Good women bore one. That is the 
only difference between them. 

Lord A.: [Puffing a agar.] Mrs. Er- 
lynne has a future before her. 

D.: Mrs. Erlynne has a past before 
her. 

Lord A.: I prefer women with a past. 
They’re always so demmed amusing to 
talk to. 

Cecil G.: Well, you’ll have lots of i 
topics of conversation with her, Tuppy. 

£. Rising and going to him.'] 

Lord A.: You’re getting annoying, 
dear boy; you’re getting demmed an- 
noying. i 

Cecil G .: [ Puts his hands oil his 
shoulders .J Now, Tuppy, you’ve lost 
your figure and you’ve lost your char- 
acter. Don’t lose your temper; you have 
only got one. 

Lord A.: My dear boy, if I wasn’t the 
most good-natured man in London — 

Cecil G.: We’d treat you with more 
respect, iwouldn’t we, Tuppy? [ Strolls 
away . ] 

D.: The youth of the present day are 
quite monstrous. They have absolutely 
no respect for dyed hair. £ Lord Augustus 
looks round angrily .] 

Cecil G.: Mrs. Erlynne has a very 
great respect for dear Tuppy. 

D.: Then Mrs. Erlynne sets an ad- 
mirable example to the rest of her sex. 

It is perfectly brutal the way most 
women nowadays behave to men who 
are not their husbands. 

Lord IF.: Dumby, you are ridiculous, 
and Cecil, you let your tongue run away 
with you. You must leave Mrs. Erlynne 
alone. You don’t really know anything 
about her, and you’re always talking 
scandal against her. 

Cecil G .: [Coming towards him L.C.] 

1 My dear Arthur, I never talk scandal. 

I only talk gossip. 

Lord IV.: What is the difference be- 
tween scandal and gossip? 

, Cecil G.: Oh! gossip is charming! 
{History is merely gossip. But scandal is 
gossip made tedious by morality. Now, 

1 I never moralise. A man who moralises 


is usually a hypocrit e, and a woman who 
moralises is invariably plain. There is 
nothing in the whole world so unbecom- 
ing to a woman as a Nonconformist 
5 conscience. And most women know it. 
I’m glad to say. 

Lord A.: Just my sentiments, dear 
boy, just my sentiments. 

Cecil G.: Sorry to hear it, Tuppy; 
o whenever people agree with me, I al- 
ways feel I must be wrong. 

Lord A.: My dear boy, when I was 
your age — 

Cecil G.: But you never were, Tuppy, 
5 and you never will be. [Goes up C.] 1 
say, Darlington, let us have some cards. 
You’ll play, Arthur, won’t you? 

Lord IF.: No, thanks, Cecil. 

D.: [With a sigh.] Good heavens! how 
a marriage ruins a man! It’s as demoral- 
ising as cigarettes, and far more ex- 
pensive. 

Cecil G.: You’ll play, of course, 
Tuppy? 

; Lord A.: [Pouring himself out a 
brandy and soda at table.] Can’t, dear 
boy. Promised Mrs. Erlynne never to 
play or drink again. 

Cecil G.: Now, my dear Tuppy, don’t 
) be led astray into the paths of virtue. 
Reformed, you would be perfectly 
tedious. That is the worst of women. 
They always want one to be good. And 
if we are good, when they meet us, they 
; don’t love us at all. They like to find us 
quite irretrievably bad, and to leave us 
quite unattractively good. 

Lord D.: [Rising from R. table, where 
he has been writing letters.] They always 
> do find US bad! 

D.: I don’t think we are bad. I think 
we are all good, except Tuppy. 

Lord D.: No, we are all in the gutter,] 
but some of us are looking at the stars. * 
5 [Sits down at C. table.] 

D.: We are all in the gutter, but some 
of us are looking at the stars? Upon my 
word, you are very romantic to-night, 
Darlington. 

o Cecil G .: Too romantic! You must be 
in love. Who is the girl ? 



62 


PROBLEMS OF THE DRAMA 


Lord D.: The woman I love is not free, nuisance. I should like to be allowed a 
or thinks she isn’t. Q Glances instinctively little time to myself now and then. 

at Lord Windermere while he speaks. 2 Lord A.: [Looking round. ] Time to 

Cecil G.: A married woman, then! educate yourself, I suppose. 

Well, there’s nothing in the world like 5 D.: No, time to forget all I have 

the devotion of a married woman. It’s a learned. That is much more important, ' 
thing no married man knows anything dear Tuppy. [ Lord Augustus moves un- 
about. easily in his chair} 

Lord D.: Oh! she doesn’t love me. Lord D.: What cynics you fellows are! 

She is a good woman. She is the only 10 Cecil G.: What is a_cynicr [ Sitting on 

good woman I have ever met in my the bach of the sofa} 
life. I Lord D.: A man who knows the prict 

Cecil G.: The only good woman you / of everything and the value of nothing, 
have ever met in your life? / Cecil G.: And a sentimentalist, mj 

Lord D.: Yes! h dear Darlington, is a man who sees an 

Cecil G.: [, Lighting a cigarette.'} Well, I, absurd value in everything, and doesn’t 
you are a lucky fellow! Why, I have met / know the market price of any single 
hundreds of good women. I never seem ' thing. 

to meet any but good women. The world Lord D.: You always amuse me, Cecil, 
is perfectly packed with good women. 20 You talk as if you were a man of ex- 
To know them is a middle-class educa- perience. 

tion. Cecil G.: I am. [Moves up to front oj 

Lord D.: This woman has purity and fireplace} 
innocence. She has everything we men Lord D.: You are far too young! 
have lost. Cecil G.: That is a great error. Ex- 

Cecil G.: My dear fellow, what on l^erience is a question of instinct about 
earth should we men do going about life. 1 have got it. Tuppy hasn’t. Ex- 
with purity and innocence? A carefully perience is the name Tuppy gives to his 
thought-out buttonhole is much more mistakes. That is all. [ Lord Augustus 
effective. 30 looks round indignantly} 

D.: She doesn’t really love you then ?*j) D.: Experience is the name every one 

Lord D.: No, she does not! “ gives to their mistakes. 

D.: I congratulate you, my dear Cecil G.: [ Standing with his back to 
fellow. In this world there are only two the fireplace} One shouldn’t commit 
tragedies. One is not getting what one 35 any. [Ss’fr Lady Windermere’s fan on 
wants, and the other is getting it. The sofa} 

last is much the worst, the last is a real D.: Life would be very dull without 
tragedy! But I am interested to hear she them. 

does not love you. How long could you Cecil G.: Of course you are quite faith- 

love a woman who didn’t love you, 40 ful to this woman you are in love with. 
Cecil? Darlington, to this good woman? 

Cecil G.: A woman who didn’t love Lord D.: Cecil, if one really loves a 
me? Oh, all my life! woman, all other women in the world 

D.: So could I. But it’s so difficult ts become absolutely meaningless to one. 
meet one. 45 Love changes one — / am changed. 

Lord D.: How can you be so con- Cecil G.: Dear me! How very interest- 
ceited, Dumby? ing! Tuppy, I want to talk to you 

I).: I didn’t say it as a matter of con- [ Lord Augustus takes no notice} 
ceit. I said it as a matter of regret. I D.: It’s no use talking to Tuppy. You 
have been wildly, madly adored. I am 50 might just as well talk to a brick wall, 
sorry I have. It has been an immense Cecil G.: But I like talking to a brick 
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wall — it’s the only thing in the world Lord JV.: Good God! [Seizes the Jan — 
that never contradicts me! Tuppy ! Dumby rises. ] 

Lord A.: Well, what is it? What is it? Cecil G.: What is the matter? 

Rising and going over to Cecil Graham .] Lord JV.: Lord Darlington! 

Cecil G.: Come over here. I want you 5 Lord D.: [Turning round.'] Yes! 

' particularly. [Aside.] Darlington has Lord JV.: What is my wife’s fan doing 

been moralising and talking about the here in your rooms? Hands off, Cecil, 
purity of love, and that sort of thing, Don’t touch me. 
and he has got some woman in his rooms Lord D.: Your wife’s fan? 
all the time. 10 Lord JV.: Yes, here it is! 

Lord A.: No, really! really! Lord D.: [ 'Walking towards him.] I 

Cecil G.: [In a low voice.] Yes, here is don’t know! 
her fan. [Points to the fan.] Lord JV.: You must know. I demand 

Lord A.: [Chuckling.] By Jove! By an explanation. Don’t hold me, you fool. 

> Jove! 15 [To Cecil Graham.] 

• Lord JV.: [Up by door.] I am really off Lord D.: [Aside.] She is here after 
slow, Lord Darlington. I am sorry you all! 

are leaving England so soon. Pray call Lord JJ / .: Speak, sir! Why is my wife’s 
on us when you come back! My wife and fan here? Answer me! By God! I’ll 
I will be charmed to see you! 20 search your rooms, and if my wife’s 

Lord D.: [Up stage with Lord JVinder- here. I’ll — [Moves!] 
mere.] I am afraid I shall be away for Lord D.: You shall not search my 
many years. Good-night! rooms. You have no right to do so. I for- 

Cecil G.: Arthur! bid you! 

Lord JV.: What? 2$ Lord JV.: You scoundrel! I’ll not 

\ Cecil G.: I want to speak to you for a leave your room till I have searched 
moment. No, do come! every corner of it! What moves behind 

Lord JV.: [Plating on his coat.] I can’t that curtain? [Rushes towards the cur- 
— I’m off! * tain C.J 

Cecil G.: It is something very par- 30 Mrs. E.: [Enters behind Lord 
ticular. It will interest you enormously. Windermere! 

Lord JV.: [Smiling.] It is some of your Lord JV.: Mrs. Erlynne! [Every one 

nonsense, Cecil. starts and turns round. Lady JVindermere 

Cecil G.: It isn’t! It isn’t really. slips out from behind the curtain and 

Lord A.: [Going to him.] My dear 35 glides from the room L.] 

] fellow, you mustn’t go yet. I have a lot Mrs. E.: I am afraid I took your 
I to talk to you about. And Cecil has wife’s fan in mistake for my own, when 

something to show you. I was leaving your house to-night. I am 

Lord IV.: [JValking over. ] Well, what so sorry. [Takes fan from him. Lord 
is it? 40 JVindermere looks at her in contempt. 

Cecil G.: Darlington has got a woman Lord Darlington in mingled astonish- 

here in his rooms. Here is her fan. meat and anger. Lord Augustus turns 

Amusing, isn’t it? [A pause!] away. The other men smile at each other!] 

? 

NOTES ON ACT III 

> 

The Rhythm of Act III. Like Act II, Act III has several climactic points. 
What are they? How are they related to each other? How does Wilde work 
up to each one ? Do we find any relaxation of tension after each climactic 
point, as in Act II ? Is there any alternation of moods, as in Act II ? Note 
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the rather long witty passage between the arrival of the men and Cecil’s 
discovery of the fan. Is this waste motion — simply so much repartee? Does 
the dialogue have any bearing on the theme? Is there, beneath the surface 
of the witty interchange, any contrast in mood? Is this part of the act 
‘‘relaxed,” or could it be argued that the wit itself maintains a kind of in- 
tellectual tension? Is this tension different from that of the first half of the 
Act? 

The Melodramatic Tendency; Motivation. Here we see Wilde, though 
he does make some fight against it, continuing in his drift toward melo- 
drama. For in general Act III goes on with a last-minute rescue, managed 
largely by forces outside the person being rescued; the force of which we see 
most is Mrs. E.’s resourcefulness. Lady W. does, of course, help to save 
herself. There is a real conflict between her and Mrs. E., she acquires 
new insight and undergoes a definite growth, and thus we have a gen- 
uine dramatic action. The ironic assurance with which Lady W. misjudges 
the intentions of Mrs. E. is an important part of the dramatic effect. There 
are, however, two ways in which the action might have produced a more 
profound sense of drama. If Lady W., with her ironic misunderstanding, 
had actually run away with Lord D., we would have had to come to grips 
with more fundamental complications. In that case, Lady W., the essen- 
tially good person with the hamartia or “tragic flaw" (terms frequently 
encountered in dramatic criticism), might have resembled closely the 
tragic “hero” defined by Aristotle (see Glossary). On the other hand, 
Act III might have been a very important step in a study of the growth of 
character of Mrs. Erlynne. But that purpose would have required a com- 
pletely different orientation or “focus” (for a fuller discussion of this term, 
see the Glossary), with Mrs. E. in the central position and Lady W. 
“played down.” The fact that our attention is now divided somewhat 
between the two indicates some lack of focus, some failure to get down tc 
the basic problem of either of them. 

Wilde, however, appears to prefer external complications. If he had 
wished to focus attention on Lady W.’s inner struggle, he might just as 
well — and perhaps better — have done it without all the to-do at Lord 
Darlington’s, which shifts attention from the problem to the rescue. With 
his technical ingenuity, Wilde could certainly have managed to bring 
Lady W. and Mrs. E. together at Lady W.’s place. But he had evidently 
predetermined to have the excitement at Lord D’s. Now notice all the 
difficulties he runs into in carrying out this plan. 

First, he has no real reason for keeping Lord D. away from his apart- 
ment; indeed, we might expect him to be at home preparing to “leave 
England” next day. Second, Wilde has to rely on the accidental discovery 
of the letter to get Mrs. Erlynne to Lord D.’s apartment. Third, he has to 
rely on the accident of the men’s arriving just at the climax of the scene 
between the women. Fourth, Wilde has no workable explanation of how 
the men happen to be there at all. Dumby says that they were put out of a 
club and that Lord Augustus “forced” them on Lord D., but why should 
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it be Lord D. rather than someone else, and ho:v could Lord Augustus, 
of all people, successfully do the forcing? Fifth, in order to have a douhle 
concealment, Wilde makes Mrs. Erlvnne hide from Lord Augustus — 
although we have previously seen Mrs. Erlynne masterfully controlling 
Lord Augustus, and Lord Augustus overcome by Airs. Erlynne’ s skill in 
explaining things. 

Here we see a dramatist battling with certain problems of time and 
place, which we spoke about earlier in Part I (see p. 29). When he does not 
handle them very plausibly, we have a sense of poor motivation. Man}' read- 
ers will feel that here Wilde has arbitrarily decided on a certain type of 
scene and then has had to resort too much to trickery and unsubtle manipu- 
lation to bring it about. 

• A concealment scene may be used for legitimate and even brilliant 
dramatic effects, as we shall see when we come to read Sheridan’s School for 
Scandal. Though we cannot now compare the two, we may suggest one or 
two contrasts. Note that, since none of Wilde’s characters on the stage 
knows that anyone else is present, there can be none of the interaction which 
is a basic element in the corresponding Sheridan scene. Hence Wilde’s 
scene is thinner, less dynamic; it is one-dimensional. Further, since the 
concealed women can actually learn nothing from what they overhear, the 
conversation on the stage can have no effect on them. Hence the scene 
depends for its effect entirely upon the possibility of discovery of the con- 
cealed persons. No real question of character is involved. The threat of dis- 
covery, the stress on the hairbreadth escape — this is the mood of melo- 
drama, and to do him justice, Wilde makes the most of the possibility. 
Note how Wilde multiplies the threats in the last several pages of the 
scene. It is this rapid-fire series of thrills toward which he has directed the 
whole act. Does it not seem, in the long run, however, that to gain such an 
effect he has had to stay on a rather superficial level and proceed by too 
artificial means? 

The Mother-Daughter Coincidence. The most striking coincidence is of 
course the resemblance between the experiences of mother and daughter, 
and the fact that the mother is present to aid her daughter at the critical 
moment. The danger here is that the author will seem to be more intent on • 
a startling resemblance than on a study of character (for a comment on a 
somewhat similar handling of materials see the discussion of Somerset 
Maugham’s The Circle in Appendix A). Wilde tries to reduce this danger 
in various ways: (1) By carefully preparing us for the fact that Mrs. Erlynne 
is Lady W.’s mother, he has endeavored to reduce the sense of surprise 

) which would tend to reinforce our feeling that the situation is purely coin- 
cidental. (2) By introducing the irony of Lady W.’s unjustly suspecting 
Lord W. of having an affair with Mrs. Erlynne, he suggests that he is in- 
terested in more than a duplication for its own sake. (3) By making the 
experiences of mother and daughter come out very differently he reduces 
the appearance of having an improbable repetition. (4) By not making 
Mrs. Erlynne known to Lady W. he eliminates possible sentimental effects; 
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hence we are somewhat the more willing to acquit him of the charge of 
giving us a put-up job. 

It is possible that Wilde, if questioned, would have justified his risk — of 
seeming to derive his major effects from an improbable coincidence — in this 
way. Lady W. is too inflexible and doctrinaire in her judgments. She can ; 
learn only from someone of wider experience. But it is precisely the person • 
of worldly experience to whom she will not listen. Hence such a person must 
gain Lady W.’s trust by some striking act of devotion. This act of devotion, 
Wilde might argue, could be performed only by someone with maternal 
protectiveness and unselfishness. How plausible would you find this case? 


FOURTH ACT Parker not to trouble. That will do. 

. T -i L Exit Rosalie.} 

QScene. Same as in Act l.J Lady IV.: [jRtrt'ng.] She is sure to tell 

Lady W.: [ Lying on sofa.} How can him. I can fancy a person doing a won- 

I tell him? I can’t tell him. It would 5 derful act of self-sacrifice, doing it 
kill me. I wonder what happened after spontaneously, recklessly, nobly — -and 
I escaped from that horrible room. Per- afterwards finding out that it costs too 

haps she told them the true reason of much. Why should she hesitate between 

her being there, and the real meaning of her ruin and mine? . . . How strange! 1 

that — fatal fan of mine. Oh, if he knows — 10 would have publicly disgraced her in my 
how can I look him in the face again? own house. She accepts public disgrace 
He would never forgive me. [Touches in the house of another to save me. . . . 
bell.'} How securely one thinks one lives There is a bitter irony in things, a bitter 
— out of reach of temptation, sin, folly. irony in the way we talk of good and 
And then suddenly — Oh! Life is terrible. 15 bad women. . . . Oh, what a lesson! and 
It rules us, we do not rule it. [Enter what a pity that in life we only get our 
Rosalie J?.] lessons when they are of no use to us! 

Rosalie: Did your ladyship ring for me? For even if she doesn’t tell, I must. Oh! 

Lady W.: Yes. Have you found out at the shame of it, the shame of it. To tell 

what time Lord Windermere came in 20 it is to live through it all again. Actions 
last night? are the first tragedy in life, words are 

R.: His lordship did not come in till the second. Words are perhaps the worst, 

five o’clock. Words are merciless. . . . Oh! [Starts as 

Lady IV.: Five o’clock? He knocked Lord Windermere enters.} 
at my door this morning, didn’t he? 25 Lord W.: [Kisses her.} Margaret — 
R.: Yes, my lady — at half-past nine, how pale you look! 

I told him your ladyship was not awake Lady W.: I slept very badly, 
yet. Lord W.: [Sitting on sofa with Iter.} I 

Lady IV.: Did he say anything? am so sorry. I came in dreadfully late, 

R.: Something about your ladyship’s 30 and didn’t like to wake you. You are 
fan. I didn’t quite catch what his lord- crying, dear. 

ship said. Has the fan been lost, my Lady IV.: Yes, I am crying, for I have 
ladyi.I can’t find it, and Parker says it something to tell you, Arthur, 

was ‘not left in any of the rooms. He has Lord IV.: My dear child, you are not 
looked im all of them and on the terrace 35 well. You’ve been doing too much. Let 
as well. ,A us go away to the country. You’ll be all 

Lady TVj): It doesn’t matter. Tell right at Selby. The season is almost oyer. 
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is no use staying on. Poor darling! 
We’ll go away to-day, if you like. 
[jRi.w .3 We can easily catch the 3:40. 
I’ll send a wire to Fannen. [ Crosses and 
sits down at tabic to write a telegram .] 

Lady W.: Yes; let us go away to-day. 
No; I can’t go to-day, Arthur. There 
is some one I must see before I leave 
town — some one who has been kind to 
me. 

Lord IV.: Q Rising and leaning over 
sofa . ] Kind to you? 

Lady IV.: Far more than that, [Rises 
., and goes to him.] I will tell you, Arthur, 
but only love me, love me as you used 
to love me. 

Lord IV.: Used to? You are not think- 
ing of that wretched woman who came 
here last night? [Coming round and 
sitting R. of her.] You don’t still imagine 
—no, you couldn’t. 

Lady IV.: I don’t. I know now I was 
wrong and foolish. 

Lord IV.: It was very good of you to 
receive her last night- — but you are 
never to see her again. 

Lady IV.: Why do you say that? [A 
pause.'] 

Lord IV.: £ Holding her hand.] Mar- 
garet, I thought Mrs. Erlynne was a 
woman more sinned against than sin- 
ning, as the phrase goes. I thought she 
wanted to be good, to get back into a 
place that she had lost by a moment’s 
> folly, to lead again a decent life. I be- 
) lieved what she told me — I was mis- 
taken in her. She is bad — as bad as a 
woman can be. 

Lady IV.: Arthur, Arthur, don’t talk 
so bitterly about any woman. I don’t 
think now that people can be divided 
into the good and the bad as though 
. they were two separate races or cre- 
fl ations. What are called good women 
,-may have terrible things in them, mad 
moods of recklessness, assertion, jeal- 
ousy, sin. Bad women, as they are 
termed, may have in them sorrow, re- 
pentance, pity, sacrifice. And I don’t 
think Mrs. Erlynne a bad woman — I 
know she’s not. 


Lord IV.: My dear child, the woman’s 
impossible. No matter what harm she 
tries to do us, you must never see her 
again. She is inadmissible anywhere. 

S Lady IV.: But I want to see her. I 
want her to come here. 

Lord IV.: Never! 

Lady IV.: She came here once as y our 
guest. She must come now as mine. That 
10 is but fair. 

Lord IV.: She should never have come 
here. 

Lady IV.: [Rising.] It is too late, 
Arthur, to say that now. [Moves away.] 
15 Lord IV.: [Rising.] Margaret, if you 
knew where Mrs. Erlynne went last 
night, after she left this house, you 
would not sit in the same room with her. 
It was absolutely shameless, the whole 
20 thing. 

Lady IV.: Arthur, I can’t bear it any 
longer. I must tell you. Last night — 
[Enter Parker with a tray on which lie 
Lady Windermere' s fan and a card.] 

25 P.: Mrs. Erlynne has called to return 

your ladyship’s fan which she took away 
by mistake last night. Mrs. Erlynne has 
written a message on the card. 

Lady IV.: Oh, ask Mrs. Erlynne to be 
30 kind enough to come up. [Reads card.] 
Say I shall be very glad to see her. 
[Exit Parker.] She wants to see me, 
Arthur. 

Lord IV.: [Takes card and looks at it.] 
35 Margaret, I beg you not to. Let me see 
her first, at any rate. She’s a very dan- 
gerous woman. She is the most danger- 
ous woman I know. You don’t realise 
what you’re doing. 

40 Lady IV.: It is right that I should see 
her. 

Lord W.: My child, you may be on the 
brink of a great sorrow. Don’t go to 
meet it. It is absolutely necessary that I 
45 should see her before you do. 

Lady IV.: Why should it be neces- 
sary? [Enter Parker.] 

P.: Mrs. Erlynne. [Enter Mrs. Er- 
lynne.] [Exit Parker.] 

50 Mrs. E.: How do you do, Lady Win- 
dermere? [To Lord Windermere.] How 
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do you do? Do you know, Lady Win- ha\en’t you got one o f yourself with 
dermere, I am so sorry about your fan your little boy? 

I c in’t imagine how I made such a silly Lads JV I have Would you prefer 
mistake Most stupid of me And as I one of those ? 
was driving in \ our direction, I thought 5 Mrs E Yes 

I would tike the opportunity of re- Lad\ Jf I’ll go and get it for you, if 

turning a our property in person with you’ll excuse me for a moment I have 
mam apologies tor my cirelessness, and one upstairs 

of bidding \ 011 good-by e Mis L So sorry, Lady Windermere, 

Lads JI (jood bye? £ Moots to cards 10 to give you so much trouble 

sofa ail Mi r Ethane and sits do on Lads JJ [I/o„c.r to door R ] No 

hesult 1 1; ] Arc \ou going awav, then, trouble at ill, Mrs Erlynne 

Mrs Erlvnne Mrs E I'll inks so much [E sit Lads 

1 /; r E \ es, I am going to live JJ mdcimere R ] A ou seem rather out of 
abro id lgun I he English dim ite 15 temper this morning, Windermere Why £ 
doesn t suit m° AI\ — heart is affected should you be? Margaret and I get on 

here ind th it I don’t like I prefer hv- charmingly together 

ing 1 1 the south London is too full of Lord JV I can’t bear to see vou with 
fogs ind — and serious people, Lord her Besides, you hav e not told me the 
V\ lndcrmerc \\ hether the fogs produce 20 truth, Mrs Erlynne 
the serious people or whether the serious Mr r E I have not told her the truth, 
people pro luce the fogs, I don’t know, you mean 

but the whole thing rather gets on my Lord JJ 7 [[ Standing C] I sometimes 
nerv cs, and so I’m leav ing this afternoon wish you had I should have been spared 
bv the Club 1 r un 35 then the misery , the anxiety , the annoy - 

Lads II This afternoon? But I ance of the 1 1st six months Butnther 
wanted so much to come and see you than my wife should know — th it the 

Mr* L How kind of you 1 But I am mother w horn she was taught to consider 

afraid I hav c to go as dead, the mother whom she has 

Lads JJ Shall I nev er see you again, yo mourned as dead, is living — a divorced 

Mrs Erlvnne r worn in, going about under an assumed 

Mrs E I am afraid not Our lives he name, a bad woman preying upon life, 
too fir ipart But there is 1 little thing as I know you now to be — rither than 

I would like vou to do for me I want a that, I was ready to supply you with 

photognph of you, Lady \\ indermere 35 money to pay bill after bill, extrava- 1 

— would vou give me one r A ou don’t gancc after extravagance, to risk what 

know how gritihed I should be occurred yesterday, the first qu irrel I 

Lads JI Oh, with pleasure There is have ever had with ray wife Aou don’t 

one on th it table I’ll show it to you understmd what that meins to me 
[C oes across to the table ] 40 How could you? But I tell you th it the 

Lord Jf' [Coming up to Mrs Erlynne only bitter words that ever came from 

and speaku g m a low voice"] It is mon- those sweet lips of hers were on your 

strous your intruding yourself here after account, and I hate to see you next 

your conduct last night her You sully the innocence that is in k 

Mrs E [_W ith an amused smile ] My 45 her [Moves LC] And then I used to 3 

dear \\ indermere, manners before think that with all your faults you were 1 

morals 1 frank and honest You are not 

Lads JJ [Returning 3 I’m afraid it is Mrs E Why do you say that? 

very flattering — I am not so pretty as Lord JV You made me get you an 

that [Sho ving photograph ] 50 invitation to my wife’s b ill 

Mrs E You are much prettier But Mrs E For my d mghter’s b ill — yes 
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Lord. TV You came, and within an 
hour of jour leading the house jou are 
found in a man’s rooms — jou are dis- 
graced before every one [Coes up 
stage C ] 

Mrs E 1 es 

Lord JT [1 inning intend on her 3 
Therefore I has e a right to look upon 
you as what you are — a worthless, 
vicious woman I have the right to tell 
you never to enter this house, never to 
attempt to come near my wife — 

Mrs L [ Coldl\ 3 My daughter, you 
mean 

Lord IT You have no right to claim 
her as your daughter You left her, 
abandoned her vv hen she was but a child 
in the cradle, abandoned her for your 
lover, who abandoned you in turn 

Mrs L [Rising 3 Do you count that 
to his credit, Lord Windermere — or to 
mine ? 

Lord TV To his, now that I know 
you 

Mis L Take care — you had better 
be careful 

Lord TV Oh, I am not going to 
mince words for you I know you 
thoroughly 

Mrs L [Looking steadily at him~\ I 
question that 

Lord TV I do know you For twenty 
years of your life you lived without 
your child, without a thought of your 
child One day you read m the papers 
that she had married a rich man Y ou 
saw your hideous chance You knew 
that to spare her the ignominy of learn- 
ing that a woman like you was her 
mother, I would endure anything Y ou 
began your blackmailing 

Mis E [ Shrugging her shoulders 3 
Don’t use ugly words, Windermere 
) They are v ulgar I saw my chance, it is 
true, and took it 

Lord TV Yes, you took it — and 
spoiled it all last night by being found 
out 

Mrs E [With a strange smile 3 You 
are quite right, I spoiled it all last night 

Lord W And as for your blunder in 


taking my vv ife’s fan from here and then 
leaving it about in Darlington’s rooms, 
it is unpardonable I can’t bear the 
sight of it now I shall nev er let my wife 
5 use it again 1 he thing is soiled for me. 
You should have kept it and not 
brought it back 

Mrs L I think 1 shall keep it [Goer 
up 3 It’s extremely pretty [Taker up 
io fan 3 I shall ask Margaret to give it 
to me 

Lord TV I hope my wife will give it 
you 

Airs L Oh, I’m sure she will have no 
IS objection 

Lord TT I wish that at the same time 
she would give you a miniature she 
kisses every night before she prays — It’s 
the miniature of a young mnoeent-look- 
20 mg girl with beautiful dark hair 

Mrs L Ah, yes, I remember How 
long ago that seems 1 [Goes to sofa and 
sits down 3 It vv as done before I was 
married Dark hair and an innocent 
23 expression were the fashion then, Win- 
dermere 1 [A pause 3 

Lord TV \\ hat do you mean by 
coming here this mornmg ? What is 
jour object 1 * [Cioesuig L C and sitting!] 
30 Mrs L [With a note of irony m her 
voice 3T° bid good-bye to my dear 
daughter, of course [Lord Windermere 
Intis his under lip m anger Ain Erlynne 
looks at Inm, and her voice and manner 
35 become serious In her accents as she 
talks then is a note of deep tragedy Lor a 
moment she reveals herself 3 Oh, don’t 
imagine I am going to have a pathetic 
scene with her, weep on her neck and tell 
+0 her vv ho I am, and all that kind of thing. 
I have no ambition to play the part of a 
mother Only once in my life have I 
known a mother’s feelings That was 
last night They were terrible — they 
45 made me suffer — they made me suffer 
too much For twenty years, as you say, 
I have lived childless, — I want to live 
childless still [Hiding her feelings with a 
trivial laugh 3 Besides, my dear Wmder- 
50 mere, how on earth could I pose as a 
mother with a grown-up daughter? 
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Margaret is twenty-one, and I have 
never admitted that T am more than 
twenty-nine, or thirty at the most 
Twenty-nine when there are pink 
shades, thirty when there are not So 5 
you see what difficulties it would m- 
v olv e No, as far as I am concerned, let 
your wife cherish the memory of this 
dead, stainless mother Why should I 
j interfere with her illusions? I find it hard 10 
enough to keep my own I lost one illusion 
last night I thought I had no heart I 
find I have, and a heart doesn’t suit me, 

W indermere Somehow it doesn’t go 
with modern dress It makes one look 15 
old [Takes up hand-mirror from table 
and looks into it ] And it spoils one’s 
career at critical moments 

Lord JV You fill me with horror — 
with absolute horror 20 

Mrs E [Rising ] I suppose, Winder- 
mere, you would like me to retire into a 
convent, or become a hospital nurse, or 
something of that kind, as people do in 
silly modern novels That is stupid of 25 
you, Arthur, in real life we don’t do 
such things — not as long as we have any 
good looks left, at any rate No — what 
consoles one nowadays is not repent- 
ance, but pleasure Repentance is quite 30 
out of date And besides, if a woman 
really repents, she has to go to a bad 
dressmaker, otherwise no one believes 
m her And nothing in the world would 
induce me to do that No, I am going 35 
to pass entirely out of your two lives 
My coming into them has been a mis- 
take — I discov ered that 1 ist night 
Lord JV A fatal mistake 
Mrs E [Smiling ] Almost fatal 40 
Lord IE I am sorry now I did not 
tell my wife the whole thing at once 
Mrs E I regret my bad actions 
"V ou regret your good ones — that is the 
difference between us 45 

Lord JV I don’t trust you I will tell 
my wife It’s better for her to know, and 
from me It will cause her infinite pain 
— it will humiliate her terribly, but it’s 
right that she should know 50 

Mrs E You propose to tell her? 


Lord JV I am going to tell her 

Mrs E [ Going up to him ] If you 
do, I will make my name so infamous 
that it will mar every moment of her 
life It will rum her, and m ike her 
wretched If you dare to tell her, there 
is no depth of degndation I will not 
sink to, no pit of shame I will not 
enter You shall not tell her — I forbid 
you 

Lord JV Why? 

Mrs E [After a pause ] If I said to 
vou that I cared for her, perhaps loved 
her ev en— you w ould sneer at me, 
wouldn’t you? 

Lord JV I should feel it was not true 
A mother’s love means devotion, un- 
selfishness sacrifice What could you 
know of such things? 

Mrs E You are right What could I 
know of such things? Don’t let us talk 
any more about it — as for telling my 
daughter who I am, that I do not allow 
It is my secret, it is not yours If I make 
up my mind to tell her, and I think I 
will, I shall tell her before I leave the 
house — if not, I shall never tell her 

Lord If 1 ' [Angrily Then let me beg 
of you to leave our house at once I will 
make your excuses to M lrg irct [L liter 
Lad\ JJ indermere R SJu a ns 0 er to 
Mrs Erhnne with the photograph in her 
hand Lord JV indermere moves to bacl of 
sofa, and anxiously notches Mrs Er- 
hvne as the scene progresses ] 

Lady JV I am so sorry, Mrs Er- 
ljnne, to have kept you w uting I 
couldn’t find the photograph anywhere 
At last I discovered it in my husband’s 
dressing-room — he had stolen it 

Mrs E [Takes the photograph from 
her and looks at it ] I am not surprised — 
it is charming [Goes over to sofa oitk 
Lad\ Windermere, and sits do vn be ide 
her Looks again at the photograph ] And 
so that is your little boy 1 What is he 
called ? 

Lady W Gerard, after my dear 
father 

Mrs E [Laying the photograph down 2 
Really ? 
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Lady JV.: Yes. If it had been a girl, I let you think that I am going to accept 
would have called it after my mother. this sacrifice. I am not. It is too great. 
My mother had the same name as my- I am going to tell my husband everv- 
self, Margaret. thing. It is my duty. 

Mrs. E.: My name is Margaret too. 5 Mrs. E.: It is not your duty — at least 
Lady JV.: Indeed! you have duties to others besides him. 

Mrs. E.: Yes. [Pause.] You are de- You say you owe me something? 
voted to your mother’s memory, Lady Lady JV.: I owe you everything. 
Windermere, your husband tells me. Mrs. E.: Then pay your debt by 

Lady JV.: We all have ideals in life. 10 silence. That is the only way in which it 
At least we all should have. Mine is my can be paid. Don’t spoil the one good 
mother. thing I have done in my life by telling it 

1 Mrs. E.: Ideals are dangerous things, h to any one. Promise me that what 
1 Realities are better. They wound, but passed last night will remain a secret 
they’re better. 15 between us. You must not bring misery 

Lady JV.: [ Shaking her head.'] If I lost into your husband’s life. Why spoil his 
my ideals, I should lose everything. love? You must not spoil it. Love is 

Mrs. E.: Everything? easily killed. Oh! how easily love is 

Lady JV.: Y es. [Paused] killed. Pledge me your word. Lady Win- 

Mrs. E.: Did your father often speak 20 dermere, that you will never tell him. I 
to you of your mother? insist upon it. 

Lady JV.: No, it gave him too much Lady JV.: [ With bowed head.] It is 
pain. He told me how my mother had your will, not mine, 
died a few months after I was born. His Mrs. E.: Yes, it is my will. And never 
eyes filled with tears as he spoke. Then 25 forget your child— I like to think of you 

he begged me never to mention her as a mother. I like you to think of your- 

name to him again. It made him suffer self as one. 

even to hear it. My father — my father Lady JV.: [ Looking up.] I always will 
really died of a broken heart. His was now. Only once in my life I have for- 
the most ruined life I know. 30 gotten my own mother — -that was last 

Airs. E.: [Rising.] I am afraid I must night. Oh, if I had remembered her I 
go now, Lady Windermere. should not have been so foolish, so 

Lady JV.: [Ruing.] Oh no, don’t. wicked. 

Mrs. E.: I think I had better. My Mrs. E.: [JVith a slight shudder.] 
carriage must have come back by this 35 Hush, last night is quite over. [ Enter 
time. I sent it to Lady Jedburgh’s with Lord JVindermere.] 
a note. Lord JV.: Your carriage has not come. 

Lady JV.: Arthur, would you mind back yet, Mrs. Erlynne. 
seeing if Mrs. Erlynne’s carriage has Mrs. E.: It makes no matter. I’ll take 
come back? 40 a hansom. There is nothing in the world 

Mrs. E.: Pray don’t trouble, Lord so respectable as a good Shrewsbury 
Windermere. and Talbot. And now, dear Lady Win- 

Lady JV.: Yes, Arthur, do go, please, dermere, I am afraid it is really good- 
| [Lord JVindermere hesitates for a moment bye. [ Moves up C.J Oh, I remember. 

' . and looks at Mrs. Erlynne. She remains 45 You’ll think me absurd, but do you 
f quite impassive. lie leaves the room.] [To know I’ve taken a great fancy to this 
Mrs. Erlynne.] Oh! What am I to say to fan that I was silly enough to run away 
you? You saved me last night? [ Goes with last night from your ball. Now, I 
towards her.] wonder would you give it to me? Lord 

Mrs. E.: Hush — don’t speak of it. 50 Windermere says you may. I know it is 
Lady JV.: I must speak of it. I can’t his present. 
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Lady IV.: Oil, certainly, if it will give 
you any pleasure. But it has my name 
on it. It has “Margaret” on it. 

Airs. E.: But we have the same Chris- 
tian name. 

Lady II'.: Oh, I forgot. Of course, do 
have it. What a wonderful chance our 
names being the same! 

Mrs. E.: Quite wonderful. Thanks — it 
will always remind me of you. [Shakes 1 
hands with her.'} [Enter Parker -3 

P.: Lord Augustus Lorton. Mrs. Er- 
lynne’s carriage has come. [Enter Lord 
Augustus .] 

Lord A.: Good morning, dear boy. 1 
Good morning, Lady Windermere. [Sees 
Mrs. Erlynne.} Mrs. Erlynne! 

Mrs. E.: How do you do, Lord Au- 
gustus? Are you quite well this morning? 

Lord A.: [Coldly.} Quite well, thank 2 
you, Mrs. Erlynne. 

Airs. E.: You don’t look at all well, 
Lord Augustus. You stop up too late — 
it is so bad for you. You really should 
take more care of yourself. Good-bye, 2 
Lord Windermere. [Goes towards door 
with a bow to Lord Augustus. Suddenly 
smiles and looks back at him.} Lord 
Augustus! Won’t you see me to my 
carriage? You might carry the fan. 

Lord IP.: Allow me! 

Airs. E.: No; I want Lord Augustus. 

I have a special message for the dear 
Duchess. Won’t you carry the fan, Lord 
Augustus? 

Lord A.: If you really desire it, Mrs. 
•Erlynne. 

Airs. E.: [Laughing.} Of course I do. 
You'll carry it so gracefully. You would 
carry off anything gracefully, dear Lord 
Augustus. [When she reaches the door she 
looks back for a moment at Lady Winder- 
mere. Their eyes meet. Then she turns, and 
exit C. followed by Lord Augustus.} 

Lady IV.: You will never speak 
against Mrs. Erlynne again, Arthur, 
will you ? 

Lord IV.: [Gravely .] She is better than 
one thought her. 

Lady IV.: She is better than I am. 

Lord IV.: [Smiling as he strokes her 


hair.} Child, you and she belong to 
different worlds. Into your world evil 
has never entered. 

Lady IV.: Don’t say that, Arthur. 

S There is the same world for all of us, and 
good and evil, sin and innocence, go 
through it hand in hand. To shut one’s 
eyes to half of life that one may live 
securely is as though one blinded one- 
o self that one might walk with more 
safety in a land of pit and precipice. 

Lord IV.: [Aloves down with her.} 
Darling, why do you say that? 

Lady IV.: [Sits on sofa.} Because I, 

5 who had shut my eyes to life, came to 
the brink. And one who had separated t 
us — 

Lord IV.: We were never separated. 

Lady IV.: We never must be again. 0 
o Arthur, don’t love me less, and I will 
trust you more. I will trust you abso- 
lutely. Let us go to Selby. In the Rose 
Garden at Selby the roses are white and 
red. [Enter Lord Augustus C.} 

5 Lord A.: Arthur, she has explained 
everything! [Lady Windermere looks 
horribly frightened at this. Lord Winder- 
mere starts. Lord Augustus takes Winder- 
mere by the arm and brings him to front 
oof stage. He talks rapidly and in a low 
voice. Lady Windermere stands watching 
them in terror.} My dear fellow, she has 
explained every demmed thing. We all 
wronged her immensely. It was entirely 
; for my sake she went to Darlington’s 
rooms. Called first at the Club — fact is, 
wanted to put me out of suspense — and 
being told I had gone on — followed — 
naturally frightened when she heard a 
0 lot of us coming in — retired to another 
room — I assure you, most gratifying to 
me, the whole thing. We all behaved 
brutally to her. She is just the woman 
for me. Suits me down to the ground. 

5 All the conditions she makes are that we 
live entirely out of England. A very good 
thing too. Demmed clubs, demmed cli- 
mate, demmed cooks, demined every- 
thing. Sick of it all! 

o Lady W.: [Frightened.} Has Mrs. 
Erlynne — ? 
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Loid A \_Ad ancmg to cards her t,ith imrrymg a very clever woman' 
a lo lot] s, Lady Windermere — Lad\ JV [ Taking her husband’s 

Mis Lrlynne h is done me the honour hand ] Ah, you’re marrying a veiy good 
of accepting mj hand woman' 

Lord Jh W ell, you are certainly 5 


NOTES ON ACT IV 

Wilde’s Problems ; Further Melodramatic Effects. Wilde’s main prob- 
lem in Act IV is that his play largely ended with Act III What is left is 
laigely a pcst-mortem, which has few dramatic possibilities Hence Wilde 
must squeeze the matenals dry to make the Act seem diamatic Lady W ’s 
basic decision has been made, and the only pioblem left is that her hus- 
band may find out about her escapade But this is only a matter of possible 
discomfoit, not a leal issue, it is lrieleyant, and Wilde could not bring it 
in without getting off the subject Hence his toying with the possibility of 
Loid W ’s finding out is really an introduction of false suspense At the 
same time, however, Wilde ignoies one subject that appears to call for 
tieatment why does Lord W have no curiosity about his wife’s change of 
attitude to Mis E ? 

For suspense, too, Wilde introduces the possibility that Lady W may 
find out who Mrs E is — anorfier unreal thieat It is too late for the new 
theme that the identification would introduce (Moreover, such a recog- 
nition scene is almost incurably melodramatic ) To secuie a clash between 
Mis E and Lord W he makes Lord W undeigo an unmotivated change 
of nnnd about identifying Mis E to Lady W , a little later Wilde leveises 
Lord W ’s position and makes him angiv at the possibility that Mrs E 
may identify heiself In fact, in an cndeavoi to keep up a sense of clash in 
Act IV, Wilde appears to move Loid W aiound veiy aibitrarily Con- 
sider, foi example, his change of attitude to Mis Eilynne we do not find 
adequate giound foi his utter condemnation of hei, a condemnation so 
much at vanancc with his eaihei attacks on the hasty conclusions of 
others So we constantly feel that he is angiy without due cause (One is 
almost tempted to suggest that Wilde has used him merely because he felt 
tint an angiy man would tone up the act ) 

In reversing the feelings of both husband and wife to Mrs Eilynne, 
Wilde is obviously stnving foi an nonic effect But do we not feel that the 
nonv is forced? That the leveisal is too perfect? Aie theie any other in- 
stances of overplayed irony in the Act? Consider the speech in which 
) Loid W says to Mrs E , “I should feel it was not true, etc ” and that in 
\ which Lady W says to Mis E , “Only once in my life have I forgotten 
my oy\n mother — ” (p 70b, 16 ff , p 71b, 28 ff) 

Mrs Erlynne’s Part in Act IV. The only matter that is still dramatically 
incomplete is the fate of Mrs Eilynne, pcihaps Wilde could have secured 
his most solid dramatic effect by restricting Act IV to her and Lady W At 
any late, note certain aspects of Wilde’s use of Mrs Erlynne (1) What 
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change of tone occurs after she comes on the stage? Does her wit make for 
triviality after the heaviness of the Windermeres’ dialogue? What is the 
effect of such a speech as this: “And, besides, if a woman really repents, 
she has to go to a bad dressmaker, otherwise no one believes in her”? 
(2) Wilde wishes Mrs. Erlynne to have separate interviews with both hus- 
band and wife. Do his devices for getting one or the other off the stage 
seem natural or labored? (3) Note several aspects of Lord Augustus’s part 
in the Act. From one point of view, we have here another unmotivated 
entrance. On the other hand, the episode is very useful symbolically: it tells 
us again that Mrs. Erlynne can be convincing to part of society, enough so 
to achieve a comfortable modus vivendi. Lord Augustus is not an ideal 
catch, of course; if he were, we could have an inappropriate and uncon- 
vincing romantic ending. But to give Mrs. Erlynne a partially satisfactory 
existence is to avoid, on the other hand, a pathetic or sentimental ending 
that would be inconsistent with the comic tone which Wilde has adopted. 


2. THE PLAY AS A WHOLE 

Now that we can see the play as a whole, let us try to pick out some 
of the general problems faced by the writer of the play. The basic situation, 
we see. is the conflict between society and an individual who has flouted 
social conventions. What Wilde had to do first was to transform this vast, 
abstract subject into a compressed and concrete drama. That is, he had to 
pick a specific situation and impose on it various limitations that would 
bring it within the boundaries of the conventional play. 

THE LIMITATIONS 

The social outcast is represented bj' Mrs. Erlynne. Notice that Wilde has 
room only for the outcast who wants to get back into society and does 
something about it. There is no room for outcasts who are crushed or in- 
different or resigned or inactive; nor do we see anything of Mrs. Erlynne’s 
associates in exile. We see her only in her relation to society. 

Further, we see that relationship exhibited in only one episode, and the 
episode centers in a single event, Lady Windermere’s ball. Not only the 
action, but also the time and space are cut down : all the action takes place 
within twenty-four hours, and the events of three acts take place in one 
house. In order to see what a cut-down, specialized situation we have here, 
we have only to imagine how much time before and after the ball a movie 
or a novel would include (perhaps presenting directly Mrs. Erlynne’s 
elopement of twenty years before), and how much movement in space they 
would show. This play illustrates, then, the general dramatic practice of 
cutting out everything but the climax of a situation. 

The method offers special difficulties and special advantages. For 
one thing, the dramatist must make it plausible that so much crucial 
action should take place in so short a time. It is not easy to convince an 
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audience that a prim Victorian lady will in a few hours’ time decide to 
desert her husband. But under the high pressure which the drama main- 
tains we do not seriously question the decision. 

The nature of drama itself helps us out; for within its limits an unusually 
high tension can be maintained and an acceleration of the normal everyday 
tempo of life is not only natural but inevitable. 

THE SYMBOLIC SITUATION 

We are further helped in accepting this compressed action by the fact 
that we see it as symbolic action. Not that the play is primarily symbolic, 
but that the actions do become more than mere elements in a sequence. 
For instance, Lady W.’s ball symbolizes society in action; Mrs. E.’s ex- 
perience there will symbolize her acceptance or rejection by society. Drama, 
because it can present only a very few of the complications which make up 
any human situation, must always rely on our grasping the symbolic import 
of what it does present. Conversely, the dramatist must find situations 
capable of taking on symbolic significance, if, for instance, Mrs. Erlynne 
s imply called on Lady W. instead of coming to her party, it would be far 
more difficult to invest the episode with symbolic significance. 


THE AUTHOR’S ATTITUDE 

Thus far we have been considering the play almost entirely from the 
point of view of problems in technique, that is, relatively mechanical necessi- 
ties and devices. And a very important problem still remains — a problem 
which is by no means separate from those already considered but which 
grows out of them. This is the problem of the meaning of the play. What is 
Wilde “saying”? How does he want us to feel about various characters? 
How can we discover his “attitude” toward them? To answer these ques- 
tions we shall have to continue our consideration of how Wilde manages 
various mechanical aspects of the play. We are not so much changing our 
subject, perhaps, as shifting emphasis. In earlier sections we discussed 
technique from the point of view of theatrical limitations and effect, - 
plausibility, and so on; now we turn to technique as an index of the author’s 
attitude to his materials (see Glossary.) 

Then another question comes up: shall we accept his attitude? It is clear 
that we need not agree with an author, but we certainly owe him a hearing; 
and though he may not bring us to accept his conclusion, he can do certain 
things to convince us that he is worth a hearing. He can show us that he has 
at least a satisfactory grasp of experience; that is, whatever his conclusions, 
he sees things with sufficient flexibility, comprehensiveness, and consist- 
ency. He can, for instance, guard against our accusing him of (i) over- 
simplifying the situation; (2) failing to grasp all the implications and 
ramifications; (3) arriving at too easy a solution; (4) being inaccurate 
through partisanship. 
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Now Wilde, in dealing with the conflict between Mrs. E. and society, 
might take one side and completely justify it. Conceivably he might thus 
write a successful play, but there would be strong likelihood of our seeing 
in it not so much a drama as a diatribe, an obvious piece of “poetic justice,” 
or even what we now call propaganda, that is, over-simplification. Wilde 
clearly tries to avoid this as well as the other charges listed above. How 
does he go about it? 

First of all, what is his view of society? It is very important that Wilde 
is unwilling to let the Windermeres alone stand for society. Despite the 
limitations of the dramatic form he provides a rather large number of 
characters to represent society. To secure this variety he is willing to face 
the great difficulty of trying to make these representatives of society 
recognizable as individuals, though none of them can have very large parts, 
and though he uses for all of them much the same epigrammatic style of 
speech. We have already seen (at the end of Act I) some of the devices 
which Wilde uses to distinguish the members of society. In general, how 
successful is he in meeting this problem? 

The Treatment of Society. Wilde, then, prefers other risks to that of 
the oversimplification of presenting society as all of a piece. Rather, society 
is complex; it has many internal variations. Lady W. is “a good woman,” 
but Wilde does not oversimplify her either. She is made too sure of herself 
and of her “hard-and-fast rules”; she is even priggish, as when she says to 
her husband, “ — you should not mention this woman and me in the same 
breath. It is an error of taste.” Thus Wilde informs us that he is not giving 
her unqualified approval; he is really saying that a strict “goodness” is 
not enough. 

On the other hand we have the Duchess of Berwick, to whom the con- 
ventions are not so much the boundaries of right and wrong as they are a 
set of rules by which to play her own game of realistic power-politics. She 
delights in controlling her husband, daughter, and prospective son-in-law. 
With her lack of scruples, she might be a good object for outright satire; 
yet Wilde also qualifies his treatment of her. Her candor and wit and comic 
loquacity make her amusing rather than detestable. 

Lady Plymdale has a small but very important part: she calls 
Mrs. Erlynne “that woman” but at the same time has contempt for Lady 
W., “who goes in for being so proper.” And in her relations with Dumby 
it is clear that she is about as free with the moral rules as was Mrs. Erlynne. 
Then there is Lady Jedburgh, who shows society’s susceptibility to flattery. 

So society has both its admirable and unadmirable members: it is a com- 
plex mixture. In its way, it does the very things (or their equivalent) for 
which it condemns individuals. Wilde is not going to take the easy way out 
by either attacking it as a whole or defending it as a whole. 

Treatment of Mrs. Erlynne. Nor is Wilde going to make Mrs. Erlynne 
either an unregenerate sinner or a romantic heroine who glorifies revolt. 
Wilde first gives us a bad report of her but then modifies it by the fact that 
Lord W. accepts her and that Lady W. is so unreasonably harsh in con- 
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demmng her Finally, she performs an act of geneious devotion But Wilde 
docs not sentimentalize her she has a strong sense of the value of money 
and a husband, and she can drive a hard baigain with Loid \\ and manage 
Loid A as suits her convenience Nor does Wilde exculpate hei she 
neither denies that she erred nor blames society for ostracizing hei Wilde 
imposes on hei the most severe penalty hei criticism of herself 
Mrs Filynne’s attitude to society is impoitant if she were desperately 
anxious to re-enter a society which Wilde has piesented as of somewhat 
uncertain merit, she would seem very superficial Therefore, Wilde has her 
sav m Act II (p 52b, 19-20) “And I see there aie just as many fools in so- 
cietv as theie used to be ” She is sensible and realistic she sees society not 
as an end in itself, but, other things being equal, as a means to a more 
-• comfoitable existence, and, still more impoitant, she can discaid this ob- 
jective if an intrinsically better one makes a demand upon her 

Cleailv, Wilde is avoiding a black-and-white world-view and striving for 
the qualifications needed at the adult level 


THE THEME 

W r hat, then, is the meaning of a conflict between two sides neither of 
which is ideal ? 

Consider the ending Heie Mrs Eilynne is presented very sympatheti- 
cally, and she has won a “victorv ” in that she has saved her daughtei and 
secured a husband But she cannot be acknowledged as a mother, and her 
relationships are so intncate that she has to give up her hope of living in 
English society That is, Milde presents diamatically the working-out of a 
complex life neithei the “good” nor the “bad” is wholly influential, but 
both affect the outcome In a sense, the ending is a compromise 

Now notice how Lady W is included m the compromise m fact, it is she 
upon whom Wilde focuses oui attention She has the last line ir the play 
“Ah* you’ie mairymg a very good woman ” (note the echo (i) of the 
phrase fust applied to Ladv W and (2) of Lord W ’s remaik to Mrs E 
earliei in Act IV, “a worthless, vicious woman”) 

Her compiomise is, finally, the chief event of the play Mrs Erlynne’s 
primaiy function has been to provide an object lesson for Lady W , the 
play is centered upon Lady W ’s learning process And what has she learned ? 
Not merely that Mrs E is a good woman But the more general truth that 
good and evil are not easily determined by simple rules, that they do not 
often exist in pure foim, so to speak, hence one must measure the evidence 
caiefully and must avoid hasty conclusions 

As vve look back, we find that Wilde has given us, in an unobtiusive part 
of the dialogue m Act I, an oveit statement of the “moral ” Lord D says 
to Ladv W , ‘ I think life too complex a thing to be settled by these hard- 
and-fast lules” (p 37a, 46 48) Then in Act IV Lady W makes at least 
thiee direct applications of this principle Mrs Erlynne has shown her that 
life cannot be judged as simply as it had seemed 
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Other Evidence. Other parts of the play help in the education of Lady W. 
She believes that a wife should not be “vile” because a husband is; yet 
when she discovers Lord W. in what she supposes is infidelity, she plans 
to elope with Lord Darlington. Further, when Lord D. proposes elopement, 
he does not speak in terms of a “hard-and-fast” romantic rule; instead he « 
makes realistic qualifications. “I will not tell you that the world matters 
nothing,” he says, “or the world’s voice, or the voice of Society” (p. 50b, 
36-38). There is no primrose path, no easy way out. So again the reader 
is reminded of the theme that all the complexities of a situation must be 
taken into account. 

The Epigrammatic Style. Much of the repartee, of course, exists for its 
own sake or as a clue to the mind of the speaker, or as clue to the charac- 
ter of someone spoken about, e.g., “Many a woman has a past but I am 
told that she has at least a dozen, and that they all fit.” But notice, on 
the other hand, that the wit makes a real contribution to the theme, par- 
ticularly when it takes the form of paradox, that is, of turning upside down 
some conventional or accepted point of view or belief. The paradox implies 
a questioning, skeptical attitude; it means that the truth is more complex 
than it may appear at first glance. It helps create an atmosphere suitable 
to the over-turning of hard-and-fast rules. Consider some of the following 
epigrammatic lines: 

“Oh, nowadays so many conceited people go about society pretending to be 
good, that I think it shows rather a sweet and modest disposition to pretend to be 
bad.” 

“Nowadays to be intelligible is to be found out.” 

‘Life is far too important a thing ever to talk seriously about it.” 

“My father would talk morality after dinner. I told him he was old enough to 
know better.” 

“The youth of the present day are monstrous. They have absolutely no respect 
for dyed hair” (What is gained by substituting dyed hair for grey hair or age?) 

“In this world there are only two tragedies. One is not getting what one wants, 
and the other is getting it.” 

What we get in such lines is not merely a breath-taking reversal of con- 
vention but actually a more complex insight into the truths which lie 
behind the conventions. It would be a very profitable exercise to make a 
study of all the wit in the play to see how much it does contribute to the 
meaning of the play, namely, that satisfactory judgments cannot be made 
in simple, cut-and-dried terms. 


THE NATURE OF COMEDY 

This is not the place to attempt a final definition of comedy, for which 
we need more evidence, but Wilde’s play does point the way toward such 
a definition. Clearly it is not enough to say that this is comedy because it 
evokes laughter and has a happy ending, for, as Shakespeare shows, there 
can be laughter in a tragedy; and tragedy itself may on occasion have a 
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happy ending. Besides, there are perfectly serious plays which are not 
tragedies. What, then, is the basic element in Wilde’s play? 

We have seen that Wilde hinges his action on the conventions, but he 
clearly does not equate the conventions with right — or, for that matter, 
with wrong. That is, he is not concerned with fundamental problems of 
good and evil; such matters as conscience and moral law are not primary in 
the play. He is concerned only with what society thinks at a given time, that 
is, with fashions in conduct. There are no profound issues to be decided, no 
vital choices to be made. Note that Lady W. does not have a real choice to 
make between Lord W. and Lord D. because what she desires is identical 
with what she feels is right: she starts to leave her husband for pique rather 
than principle, and she returns for practicality rather than principle. She 
has no decision to make; she is not a moral agent; and so serious issues are 
evaded. 

What are the issues, then? Comfort, reputation, the conventions of 
society — matters which do not represent permanent values. This is the 
realm of sociology, of people’s attitudes and opinions, which change from 
place to place and from time to time and hence need not be taken with ulti- 
mate seriousness. The problems are those of an external world, the world 
where matters can be managed and arranged, where compromises can be 
made, and agreeable solutions arrived at. In terms of this play, this is the 
world of comedy — a world of moral relativism. Here we do not have a world 
of moral absolutes, of fundamental principles of conduct, of an underlying 
moral structure that cannot be tampered with. 

The Author’s Choice. We should be clear that the author chooses to 
handle his materials in this way. Wilde might have presented Mrs. E.’s 
original desertion of her husband as of moral significance (the immedi- 
ate starting-point in Aeschylus’s tragic trilogy Oresteia is Clytemnestra’s 
infidelity to Agamemnon), but instead he hurries over it as a mere mistake; 
her husband and lover are ignored; there have been no moral repercussions, 
no nemesis; Mrs. E. has merely undergone a certain amount of discomfort; 
and she has survived as a shrewd, resourceful, witty -woman of the world. 
But she has not won the victory of real character — that is, of having got 
to the bottom of things. Wilde likewise makes Lady W.’s experience — 
relatively speaking, at least — only skin-deep, that is, comic. He might have 
had a real clash if there had been some vital, basic conflict between Lord 
and Lady W., or if Lady W. had actually loved Lord Darlington; in either 
case Lady W. would have run into the inescapable irreconcilability of two 
modes of life. She would have faced an actual crossroads. But there is no 
crossroads; Lady W. is merely in momentary danger of getting oflF on a 
sidetrack. It’s all a mistake; not even a moral mistake, but a mere mis- 
understanding. 

In tragedy, we may say, there is no easy way out, because the characters 
are coming to grips with what is permanently true. In tragedy, therefore, 
we expect to find symbols of permanent values. But Wilde is at pains to 
avoid such symbols. Society cannot embody the permanent, because Wilde 
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by his ridicule deprives it of moral authority (even though he may tacitly 
admit that conventions are useful). Mrs. Erlynne’s career might symbolize 
the good, perhaps — but she distinctly repudiates her own career. Lady W. 
starts by defending “hard-and-fast” rules, but it is the whole business of the 
play to wean her away from those rules. Does not the very matter of the 
play, then, preclude the possibility of tragedy? Wilde refuses to be con- 
cerned with the inevitable, with what must be; rather, he -wishes to show 
the manysidedness of what is. (In one sense, he plays certain variations upon 
a theme. Note, for instance, the different varieties of relationship between 
the sexes which he presents in the course of the play.) The next play to 
which we come, Everyman, takes its stand firmly on the universal validity 
of certain truths. But Wilde, we see, tends to deny the existence of such a 
character as Everyman. Thus he makes tragedy impossible; and he gives 
us at least one pattern for comedy. 


3. THE “WELL-MADE” PLAY 

Wilde’s play belongs, in some respects, to a type called the “well-made” 
play, a reaction against the romantic drama of the early nineteenth century. 
Writers of such plays wished to deal realistically with current society; 
they often dealt with “problems” like divorce; they wished to avoid acci- 
dents and surprises and to have instead a careful, plausible mechanical 
connection among the various parts; to achieve a skillful, logical motiva- 
tion, preparation of effects, and bringing about of denouements. 

In the earlier discussions we have seen how Wilde manages some tech- 
nical problems very well, others less so. Here we may note one or two 
“well-made” devices of his, for instance, the careful use of various con- 
crete articles or stage properties as means of (1) bringing about certain 
actions or (2) conveying certain meanings. There are the roses (Acts I and 
IV), the bankbook (I), the letter (II), the bouquet (II), the photographs 
(IV). Most striking, of course, is the fan, which Wilde considers important 
enough to use in the title. As it is put to different uses in one Act after 
another, it becomes a kind of connecting link; but, more than that, it has a 
series of symbolic meanings. Like other such properties when well used, a 
concrete symbol of this sort both seizes the attention and stimulates the 
imagination. 

Such materials, of course, can be used too obviously: in Act I Lady W. 
“throws” down the bankbook just as her husband enters; in Act II 
Mrs. E. “drops letter” — a means of intensifying suspense; Lady W. not 
only takes the fan along on an elopement but is very careless about what 
she does with it. All this will seem to us somewhat less than “well-made.” 
Since it once seemed “realistic,” we can perhaps conclude that “realism” 
is relative and therefore not a very trustworthy guarantee of literary ex- 
cellence. In fact, the manipulation of external matters is never of primary 
importance; some playwrights are very little concerned with this sort of 
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thing V hat is more important is sound sense of character and the values 
with which human beings must come to grips 

4 THE PROBLEM PLAY 

This hind of play is also called the “pioblem play ” In a sense, of course, 
almost any play involves a problem, but the teim “problem play” is 
customaiily used only with refeience to plays treating a social problem — 
class distinctions, conventions, women’s lights, etc (for a fuller discussion 
see the Glossal \) 

Wilde’s pla\ is unusual in that he deals with a social problem in the witty 
style geneialK associated with the comedv of manneis (see Glossary) 
rathei than in the solemn mannei that one often finds in a problem play. 
Does the wittv mannei produce an effect of tnvialitt f Consider Lord D ’s 
definition of a c\nic in Act III Does Wilde ever use wit mappropwately, 
or is it possible, on the othei hand, that he gams by using the witty style f 
What is the influence of wit on potentially melodramatic scenes or on love- 
making scenes oi on trite scenes ? On the total effect of the scieen scene in 
Act IIP V hat tone might Mrs L ’s lines in Act IV have had if they had 
been written “stiaight”? 

A pioblem pla\ is alwa\s undei a handicap in that it usually derives from 
a specific tiansiton sn-uation, and it is difficult for the play to suivive the 
situation It may of course, deal with a lecunent pioblem, 01 deal with a 
pioblem in tenns of some um\eisal human issue Something of that sort 
is what we find in the next plat to which we come, L^enman It deals with 
a “pioblem,” but in it we shall find none of the shifting social conventions 
out of which Wilde’s play spungs 

OTHFR QUESTIONS 

1 Why did Wilde hate Mi Eilynne deseit Mis Erlynne ? How would 
the plat differ if they had got on and Mi Lilynne weie on the scene ? 

2 Aside fiom the change in his attitude tow aid hei and the contrast 
between his and his wife’s attitude towaid hei, what is Home about Lord 
W ’s antagonistic attitude to Mis E late in the play ? 

3 Does a wittt passage cieate of its own nature a hind of tension^ 
Compaie this tension with that produced by an unsolved situation 

4 Can you discern any soit of “technique” or pattern in the witty 
passages ? Do the best lines occur m a series or do y ou find them separated f 
How does Wilde focus attention on his best lines' 1 Note the function of 
questions in a witty passage Are these evei too obvious ? 

5 If Wilde weie going to sustain society against Mis E , he would have 
to indicate that lecogmtion of her would in some wav be haimful to society 
But instead he indicate^ that she cannot haim society How ? Assuming 
that the aveiage leadei will noimalK take the pait of the gioup against 
the individual dubbed immoral, how does Wilde fiom the start prevent the 
readei’s taking society’s opinion of Mrs E very seriously ? 
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6 . Why is nothing seen of Lord D. after Act III? 

7. What is the function of the Agatha-Hopper affair? Why are we shown 
so little of it directly? 

8. What is shown by Lady B.’s change of attitude toward Australia? 

9. How do you know at the start that Lady W. is wrong in her opinion 
of Lord W.’s relations with Mrs. E. ? 

10. Many of the speeches of Lord D., Cecil, and Dumby and the Duchess 
of Berwick are meant to evoke laughter from the reader. But is the laughter 
that the Duchess of B. gets the same as that evoked by the others? Analyze 
the difference. 

11. Note the different attitudes of wives to husbands found throughout 
the play. 

12. What is the relation of wit and emotion? Are they antithetical? 
What sort of effects would wit interfere with or prevent? Is the play a 
comedy because it contains wit ? 

13. What is the effect of Lady W.’s pun on bond and bondage in her last 
speech in Act II? Does it give an effect of frivolity? 



PART TWO 




SIMPLER TYPES 



1 • Introduction 

I n Part I we have considered, in general, the problems which 
all dramatists face, and we have examined in detail one 
full-length modern play to see how one dramatist answers 
the various questions which confront him. We have endeavored also to see 
what the dramatist is “saying” and how this theme is related to the 
structure and form of the play. We should therefore have some idea of 
how drama in general works. 

In Wilde’s Lady Windermere's Fan we have seen a full-length play which 
combines, in a moderately complex way, elements of the comedy of wit, 
the problem play, and the “well-made ” play. Our next step is to study three 
simpler dramatic forms in each of which a single element is dominant. In 
more advanced drama we are less likely to find plays in which the author 
has a single purpose so clearly evident as it is here and in which he goes so 
unmistakably to the point. So in Part II we ought to gain a fairly clearcut 
picture of certain types of dramatic procedure used when the author is 
intent upon one kind of stress rather than another. The objectives may be 
more or less commendable, and the procedures successful or unsuccessful; 
in either case we shall of course wish to know the reasons why. 

In Everyman we find a play in which all the stress is upon the idea which 
the author wishes to develop. In that sense it may be called a problem 
play, and part of our business will be to see how it differs from Lady 
Windermere’s Fan. Since some aspects of Everyman suggest the mode of 
tragedy, we shall also have a new kind of material to examine. 

Plautus’s Menaechmi is a comedy and therefore also subject to comparison 
with Lady Windermere's Fan. But it is a simpler kind of comedy, and 
Plautus is concerned with no problem. Hence the play will offer a quite 
different vantage point for the study of comedy. 

Lillo’s George Barnwell is a kind of tragedy which also contains some sug- 
gestions of the problem play; hence it may be useful to see how it differs 
from Everyman. Indeed, it is very interestingly different in materials and 
point of view; and in what it fails to do it should be very illuminating. 
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Everyman 


E 


V'eryman is of unknown authorship and of uncertain date: 
it is generally thought to belong to the late fifteenth 
century. It is the best-known example of the “moral- 
ity play,” a definite historical type which has as its primary purpose the 
teaching of a lesson. Though there were many variations of the form, the 
characteristic plot was based on a conflict of the Virtues and the Vices 
for the Soul of man. 

EVERYMAN * 


Everyman 

God: Adonai 

Death 

Messenger 

Fellowship 

Cousin 


DRAMATIS PERSONAE 


Kindred 

Goods 

Good-Deeds 

Strength 

Discretion 

Five-Wits 


Beauty 

Knowledge 

Confession 

Angel 

Doctor 


* Spelling is generally modernized. 


Here beginneth a treatise how the 
high father of Heaven sendeth death to 
summon every creature to come and 
give account of their lives in this world 
and is in manner of a moral play. \_Enter 
a messenger who speaks the Prologue .] 

Messenger: I pray you all give your 
audience, 

And hear this matter with reverence, 

By figure 1 a moral play: 

1 he Summoning of Everyman called 
it is, 

That of our lives and ending shows 5 
How transitory we be all day. 

1 his matter is wondrous precious, 

But the intent of it is more gracious, 
And s\\ eet to bear away. 

The story saith: — Man, in the begin- 
ning 10 

Look well, and take good heed to the 
ending, 

1 In form. 


Be you never so gay; 

Ye think sin in the beginning full sweet, 
Which in the end causeth the soul to 
weep, 

When the body lieth in clay. 15 

Here shall you see how Fellowship and 
Jollity, 

/ Both Strength, Pleasure, and Beauty, 
Will fade from thee as flower in May. 
For we shall hear, how our heaven king 
Calleth Everyman to a general reckon- 
ing: 20 

Give audience, and hear what he doth 
say. lExitl] 

God speaketh [ ’from above]: I per- 
ceive here in my majesty. 

How that all creatures be to me unkind, 
Living without dread in worldly pros- 
perity: 

Of ghostly 2 sight the people be so blind, 
Drowned in sin, they know me not for 
their God; 26 

2 Spiritual. 
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In worldly riches is all their mind. 

They fear not my rightwiseness, the 
sharp rod; 

My law that I shewed, when I for them 
died. 

They forget clean, and shedding of my 
blood red; 30 

I hanged between two, it cannot be 
denied; 

To get them life I suffered to be dead; 
I healed their feet, with thorns hurt was 
my head; 

I could do no more than I did truly, 

And now I see the people do clean for- 
sake me: 35 

They use the seven deadly sins damna-. 
ble, 

As pride, covetise, wrath, and lechery,. 
Now in the world be made commend- 
able, 

And thus they leave of angels the heav- 
enly company; 

Every man liveth so after his own 
pleasure, 40 

And yet of their life they be nothing 
sure: 

I see the more that I them forbear 
The wof they be from year to year; 
All that . eth appaireth 3 fast; 

Therefore I will in all the haste 45 
Have a reckoning of every man’s person. 
For, and 4 I leave the people thus alone 
In their life and wicked tempests, 

Verily they will become much worse 
than beasts, 

For now one would by envy another up 
eat; 50 

Charity they all do clean forget. 

I hoped well that every man 

In my glory should make his mansion, 

And thereto I had them all elect; 

But now I see, like traitors deject, 55 
They thank me not for the pleasure 
’ that 1 to them meant, 

1 Nor yet for their being that I them have 
lent. 

I proffered the people great multitude 
of mercy, 

And few there be that asketh it heartily; 


They be so cumbered with worldly • 
riches, 60 

That needs on them I must do justice. 

On every man living without fear. 

Where art thou, Death, thou mighty 
messenger? 

[ Enter Deathf] 

Death: Almighty God, I am here at 
your will, 

Your commandment to fulfill. 65 

God: Go thou to Everyman, 

And show him in my name 
A pilgrimage he must on him take. 

Which he in no wise may escape; 

And that he bring with him a sure 
reckoning. 70 

Without delay or any tarrying. 

[ God tcithdraxs^ 
Death: Lord, I will in the world go 
run over all, 

And cruelly outsearch both great and 
small; 

Every man will I beset that Jiveth 
beastly 

Out oF “God’s laws, and dread eth not 
folly. V ' " 75 

HethatToveth riches I will strike with 
my dart] 

His sight to blind, and from heaven to 
depart, 

Except that alms be his good friend, 

In hell for to dwell, world without end. 
Lo, yonder I see Everyman walking; 80 
Full little he thinketh on my coming; 

His mind is on fleshy, lusts and his 
treasure* 

And great pain it shall cause him to 
endure 

Before the Lord, Heaven King. 

Everyman, stand still; whither art thou 
going 85 

Thus gayly? Hast thou thy Maker for- 
got? [ Death halts Everyman .3 

Everyman: Why askest thou? 

Wouldst thou weet? 5 

Death: Yea, sir, I will show you; 

In great haste I am sent to thee 90 
From God, out of his majesty. 

Everyman: What, sent to me? 


3 Decays. 4 If. 


6 Know. 
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Death \ ea, certainly 
Though thou hast forgot him here, 

He thinketh on thee in the he i\ enly 
sphere, 9 3 

As, ere we depart, thou shalt know 
E , r\ man \\ hit desireth God of me? 
Death 1 h it shill I show thee 
A reckoning he will needs have, 
Without tn\ longer respite ioo 

L i r\ man 1 o gi\ e a reckoning longer 
leisure I cnee, 

This blind matter troubleth mv wit 
Death On thee thou must take a long 
journey 

Therefore thy book of count with thee 
thou bring, 

For turn igun thou cannot by no way, 
And look thou be sure of thy reckon- 
ing 106 

For before God thou shalt answer, and 
shov 

Thy many ban deeds and good but a 
few. 

How thou hast spent thy life, and in 
what wise, 

Before the chief lord of pindise no 
Have ido we were in that way, 6 
For, wcet thou well, thou shalt make 
none ittorney • 

Eier\ man Full unready I am such 
reckoning to give 

I know thee not, what messenger art 
thou' 1 

Death I am Death, that no man 
dreadeth 1 1 5 

For every man I ’rest, and no man 
spareth, 

For it is God’s commandment 
Th it ill to me should be obedient 
Ljenman 0 Death, thou comest 
* when I had thee least in mind 1 
In thy power it lieth me to save, 120 
Yet of hi} goods will I give thee, if thou 
1 wilt be kind, 

' \ ea, 1 thousand pound shalt thou have, 

I And defer this matter till another day 
Death Lveryman, it may not be by 
no w ly 

I set not by gold, silver, nor riches, 125 

6 Get ready that we may be on that road 


Nor by pope, emperor, king, duke, not 
princes 

For, and I would receive gifts great, 

All the world I might get, ^ 

But my custom is clean contrary 
I gn e thee no respite, come hence, and j 

not tarry 130 

Everyman Alas 1 shall I have no 

longer respite! 1 

I may say, Death gneth no warning 
To think on thee, it maketh my heart | 
sick, 

For all unready is my book of reckoning 
But twelv e year and I might hav e abid- 
ing, 135 \ 

My counting book I would make so clear, 
That my reckoning I should not need 
to fear 


Wherefore, Death, I pray thee, for 
God’s mercy, 

Spare me till I be pro\ ided of remedy. 
{ sDtath Thee availeth not to cry, 
1 weep, and pray 140 

But haste thee lightly that thou wast 
gone this journey, 

And prov e thy friends, if thou can 
For, weet thou well, the tide abideth no 


man, 

And in the world each living creature 
For Adam’s sin must die of nature 145 

Eoer\ man Death, if I should this 
pilgrimage take, 

And my reckoning surely make. 

Show me, for saint ch inty, 

Should I not come again shortly! 1 

Death No, Lveryman, and thou be 
once there, 150 

Thou mayst never more come here, 
Trust me verily 

Ever) man 0 gracious God, in the high 
seat celestial, 

Have mercy on me in this most need 1 
Shall I have no company from this vale 
terrestrial 155 

Of mine acquaintance that way me to 
lead? 

Death Yea, if any be so hardy, 

That would go with thee ind bear thee 
company 

Hie thee that thou were gone to God’s 
magnificence, 
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Thy reckoning to give before his pres- 
ence 160 

What, ueenest thou thy life is gi\en 
thee, 

And thy worldly goods also? 

Everyman I had wend ’ so, verily 
Death Nay, nav, it vv as but lent thee, 
For as soon as thou art gone, 165 
Another iwhile shall have it, and then 
go therefrom, 

Even as thou hast done 
Everyman, thou art mad 1 Thou hast 
thy w its hv e, 

And here on earth will not amend thy 
life I 

For suddenly I do come 170 

Every man O w retched caitiff, w hither 
shall I flee, 

That I might scape this endless sorrow ? 
Now, gentle Death, spare me till to- 
morrow, 

That 1 may amend me 
With good advisement 175 

Death Nay, thereto I will not con- 
sent. 

Nor no man will I respite, 

But to the heart suddenly I shall smite 
\\ ithout any adv isement 
And now out of thy sight I will me hie, 
See thou make thee ready shortly, 181 
For thou mayst say this is the day 
That no man living may scape away 
[Exit Deaths] 
Everyman Alas' I may well weep 
with sighs deep, 

Now have I no manner of company 
To help me in my journey, and me to 
keep, 186 

And also my writing is full unready 
How shall I do now for to excuse me? 

I would to God I had never be gete' 8 
To my soul a full great profit it had 
been, 190 

For now I fear pains huge and great 
The time passeth, Lord, help, that all 
wrought' 

For though I mourn, it availeth nought 
The day passeth, and is almost a-go, 

1 wot not well what for to do. 19 5 


To whom were I best my complaint to 
make? 

What and I to Fellowship thereof spake, 
And showed him of this sudden chance? 
For in him is all mine affiance ", 

We have in the world so many a day 
Been good friends in sport and play. 

I see him yonder, certainly, 202 

I trust that he will bear me company, 
Therefore to him will I speak to ease 
my sorrow [ Enter Fellowship ] 

Well met, good Fellowship, and good 
morrow ' 205 

Fellowship Everyman, good morrowl 
By this day, 

Sir, why lookest thou so piteously? 

If any thing be amiss, I pray thee me 
say, 

1 hit I may help to remedy 
Every man Y ea, good Fellowship, yea, 

1 am in great jeopardy 211 

r ello t hip My true friend, show to 
me jour mind, 

41 w ill not forsake thee, to my life’s end. 
In the w a\ of good company 

Every man That w as well spoken, and 
lovingly 215 

rello os hip Sir, I must needs know 
your heaviness, 

I hav e pity to see you in any distress. 

If any hav e you wronged ye shall re- 
v enged be, 

Though I on the ground be slam for thee, 
Though that I know before that I 
should die 220 

Everyman Verily, Fellowship, gra- 
mercy 

Fellowship Tush' by thy thanks I set 
not a straw 

Show me jour grief, and say no more. 
Everyman If I my heart should to 
you break, 

And t-lien you to turn your mind from 
me, 22$ 

And would not me comfort, when ye 
hear me speak, 

Then should 1 ten times sorrier be 
I ello-vship Sir, I say as I will do m 
deed. 


Thought 8 Been born 


* Trust 
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E'tnman Then be you a good friend 
at need 

I have found you true here before 210 
1 til hip And so ve shall e\ ermorc, 
r or, 111 f nth, and thou go to Ilell, 
will not fors ike thee by the ui\ 

E er\n an \ e speak like a good 
friend I believe you well, 
sh ill desen e it, and I m n 235 

1 (!) 1 hip 1 speak of no desemng, 
b\ this div 

For he th it will si\ and nothing do 
Is not wortlu with good compan\ to go, 
Therefore show me the grief of your 
mind. 

As to e our friend most lov ing and 
kind 240 

L tnman I shall show you how it is 
Commanded I am to go a journey, 

A long w a\ , hard and dangerous, 

And gi\ e a str light count w ithout delay 
Before the high judge Adonai 245 

\\ herefore I pray you, bear me company. 
As ye h ne promised, in this journey 
I eUo t tlnp That is m itter indeed 1 
Promise is duty, 

But, and I should take such a voyage 
on me, 

I know it well, it should be to my pain, 
Also it m ikes me afeard, certain 251 

But let us take counsel here as well as 
wee in, 

Por vour words would fear a strong 
man 

L^tnman Why, ye said, if I had 
need, 

Ye would me never forsake, quick nor 
deid, 25s 

Though it were to Hell, truly 
Fella 1 rlnp So I said, certainly 
But such pleasures be set aside, the 
sooth to say 

And also, if we took such a journey, 
When should we come again ? 260 

E’ tnman Nay, never again till the 
d i\ of doom 

TtV lip In faith, then will not I 
come there 1 

Who h ith you these tidings brought ? 
Even man Indeed, Death was with 
me here. 


rtllo-islnp Now, by God that all 
hath bought, 265 

If Death were the messenger, 

For no man that is lit mg tod ly 
I will not go that loath 10 journey — 

Not for the father that begat mel ( 
E*n\man Ye promised otherwise, 
pardie 11 270 

Fellowship I wot well I say so truly, 
And yet if thou wilt eat, and drink, ani 
make good cheer, 

jOr haunt to women the lusty company, 

I would not forsake you, while the day 
is clear, 

Trust me v erilyl 275 

Etenman Yea, thereto ye would be 
ready, 

To go to mirth, solace, and plav, 

Your mind will sooner apply, 

Than to bear me company in my long 
journey 

Fellowship Now, in good faith, I will 
not that way 280 

But and thou will murder, or any man 
kill, 

In that I w ill help thee w ith a good will' , 
Eeen man O, that is 1 simple aduce 
indeed 1 

Gentle fellow, help me in mv necessity, 
We have loved long, and now I need, 
And now, gentle Fellowship, remem- 
ber me 286 

. Fellowship Whether ye have loved 
me or no, 

'By Saint John, I will not with thee go 
Eeen man Yet I pray thee, take the 
labor, and do so much for me 
To bring me forward, for saint chanty, 
And comfort me till I come without 
the town 291 

Fellowship Nay, and thou would 
give me a new gown, 

I will not a foot with thee go, 

But and thou had tarried I would not 
have left thee so 

And as now, God speed thee in thy 
journey, 29s 

’ For from thee I will depart as fast as 
I may. 


10 Loathsome 11 Certainly 
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Everyman: Whither away, Fellow- 
ship? will thou forsake me? 

Fellowship: Yea, by my fay! to God I 
betake 12 thee! 

Everyman: Farewell, good Fellowship; 
for this my heart is sore; 

Adieu forever, I shall see thee no more. 

Fellowship: In faith, Everyman, fare- 
well now at the end; 301 

For you I will remember that parting 
is mourning. [Exit Fellowship .] 

Everyman: Alack! shall we thus de- 
part indeed? 

Ah, Lady, help, without any more com- 
fort, 

Lo, Fellowship forsaketh me in my most 
need. 305 

For help in this world whither shall I 
resort ? 

Fellowship herebefore with me would 
merry make, 

And now little sorrow for me doth he 
take. 

It is said, in prosperity men friends may 
find, 

Which in adversity be full unkind. 

Now whither for succor shall I flee, 

Sith 13 that Fellowship hath forsaken 
me? 312 

To my kinsmen I will truly, 

Praying them to .help me in my neces- 
sity; ^ V- A' 

I believe that they will do so, 315 

For kindJ 4 will creep where it may not 

go . 15 

I will go say, 16 for yonder I see them go. 
Where be ye now, my friends and kins- 
men? [ Enter Kindred and Cousin. ] 

Kindred: Here be we now at your 
commandment. 

Cousin, I pray you show us your in- 
tent 320 

In any wise, and not spare. 

Cousin: Yea, Everyman, and to us 
j 1 declare 

If ye be disposed to go any whither, 
For wit you well, we will live and die 
together. 

15 Commend. “ Since. 14 Kinship. 
“Walk. “Try. 
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Kindred: In wealth and woe we will 
with you hold, 323 

For over his kin a man may be bold. 

Everyman: Gramercy, my friends and 
kinsmen kind; 

Now shall I show you the grief of my 
mind. 

I was commanded by a messenger, 

That is an high king’s chief officer; 330 
He bade me go a pilgrimage to my pain. 
And I know well I shall never come 
again; 

Also I must give a reckoning straight. 
For I have a great enemy, that hath me 
in wait, 17 

Which intendeth me for to hinder. 335 

Kindred: What account is that which 
ye must render? 

That would I know. 

Everyman: Of all my works I must 
show 

. How I have lived and my days spent; 

. Also of ill deeds, that I have used 340 
In my time, sith life was me lent; 

And of all virtues that I have refused. 
Therefore I pray you go thither with me. 
To help to make mine account, for saint 
charity. 

Cousin: What, to go thither? Is that 
the matter? 345 

Nay, Everyman, I had liefer fast bread 
and water 

All this five year and more. 

Everyman: Alas, that ever I was bom! 
For now shall I never be merry 
If that you forsake me. 330 

Kindred: Ah, sir, what, ye be a merry 
man! 

Take good heart to you, and make no 
moan. 

But one thing I warn you, by Saint 
Anne, 

As for me, ye shall go alone. 

I Everyman: My Cousin, will you not 

with me go? 333 

Cousin: No, by our Lady! I have the 
cramp in my toe. 

Trust not to me, for, so God me speed, 

I will deceive you in your most need. 

17 Has me under observation. ' 
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kindred ■ It availeth not us to tice 19 
Y e sh ill have my maid with all my 
he irt, 160 

She lo\eth to go to feasts, there to be 
nice, 19 

And to dance, and abroad to start 
I will gn e her lea\e to help you in that 
journev, 

If that \ou and she may agree 

E'tr\ man Now show me the \ery 
effect of your mind, 365 

Will you go with me, or abide be- 
hind ? 

kindred Abide behind ? yea, that will 
I and I may 1 

Therefore farewell till another day. 

[ Eut kindred ] 
Eitnman How should I be merry or 
glad? 

For fair promises men to me make, 370 
But when I have most need, they me 
forsake 

I am deceit ed, that maketh me sad 
Cousin Cousin Everyman, farewell 
now, 

For verily I will not go with you 
Also of mine own an unready reckoning 
I hat e to account, therefore I make 
tarrying 376 

Now, God keep thee, for now I go. 

[Exit Cousin ] 
<s / Tvtr\ man Ah, Jesus, is all come 
hereto ? 

Lo, fair words maketh fools bain 20 , 
They promise and nothing will do cer- 
tain 380 

My kinsmen promised me faithfully 
For to abide with me steadfastly. 

And now fast away do they flee 
Even so fellowship promised me 
What friend were best me of to pro- 
tide' 1 385 

I lose my time here longer to abide. 
Yet in my mind a thing there is, — 

All my life I have loved riches, 

If that my Goods now help me might, 
He would make my heart full light 390 
I will spe ik to him in this distress — 
Where art thou, my Goods and Riches? 

18 To coax us “Wanton “Obedient 


Goods [/i f itlnn J Who calleth me? 
Everyman? what hast thou haste? 

I lie here in corners, trussed and piled so 
high, 

And in chests I am locked so fast, 393 
Also sacked in bags, thou mayst see 
tt ith thine eye, 

I cannot stir, in packs lotv I lie 
What would ye hate, lightly me say 
Everxman Come hither, Goods, in all 
the haste thou may, 

For of counsel I must desire thee. 400 
\_Enter Goods J 
Goods Sir, and ye in the world hate 
sorrow 7 or adt ersity, 

That can I help you to remedy shortly 
Even man It is another disease that 
gnet eth me, 

In this w orld it is not, I tell thee so 
I am sent for another way to go, 405 
To git e a straight account general 
Before the highest Jupiter of all 
And all mv life I hate had joy and 
pleasure in thee. 

Therefore I pray thee go with me; 

For, peradsenture, thou mayst before 
God Mmighty 410 

My reckoning help to clean and purify, 
Ipor it is said ever among, 

’jrhat money maketh all right that is 
wrong 

Goods Nay, Everyman, I sing anothei 
song, 

I follow no man in such voyages, 415 
For and I went with thee 
Thou shouldst fare much the worse for 
me 

For because on me thou didst set thy 
mind, 

Thy reckoning I have made blotted and 
blind, 

That thine account thou cannot make 
truly, 4“ 

And that hast thou for the love of me i 
Everyman That would grieve me full j 
sore. 

When I should come to that fearful 
answer 

Up, let us go thither together 

Goods Nay, not so, I am too brittle, 

I may not endure, 4 z 5 
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1 will follow no man one foot, be ye 
sure 

Even man Alas, 1 have thee loved, 
and h is great pleasure 
All my life-days on good and treasure 
Good r That is to thy damnation 
w ithout lesmg, 21 

For mv lo\ e is contrary to the love ever- 
1 isting 430 

But if thou had me loved moderately 
during," 

As to the poor gn e part of me, 

Then shouldst thou not m this dolor be, 
Nor in tins great sorrow and care 

Loen man Lo, now was I deceived ere 
I was ware, 433 

And all I may vvyte 23 my spending of 
time 

Goods What, vveenest thou I am thine ? 

Even man I had wend so 

Goods Nay, Everyman, I say no. 

As for a w hile I was lent thee, 440 
A season thou hast had me in prosperity, 
My condition is man’s soul to hill, 

If I sa\ e one, a thousand I do spill 
\\ eenest thou that I will follow thee ? 
Nay, from this world, not verily 445 
Fnen man I had wend otherwise 
Goods Therefore to thy soul Goods is 
a thief, 

For when thou art dead, this is my 
guise, 2 * 

Another to deceiv e in the same vv ise 
As I hav e done thee, and all to his soul’s 
reprief 2< * 450 

Even man O false Goods, cursed thou 
be' 

Thou traitor to God, that hast de- 
ceived me, 

And caught me in thy snare 

Goods Marry, thou brought thyself 
m care, 

Whereof I am glad, 455 

I must needs laugh, I cannot be sad 
Everyman Ah, Goods, thou hast had 
long my heartly lov e, 

I gave thee that which should be the 
Lord’s above 

21 Lving 22 For the time being “ Lay 
the blame upon 24 Destroy * Custom 
" s Reproof 


But wilt thou not go with me indeed? 

I pray thee truth to say 460 

Goods No, so God me speed, 
Therefore farewell, and have good day. 

[_E\tt Goods ] 
Everyman O, to whom shall I make 
my moan 

For to go with me in that heavy jour- 
ney? 

First Fellowship said he would with 
me go, 465 

His words were very pleasant and gay. 
But afterward he left me alone 
Then spake I to my kinsmen all in 
despair, 

And also they gave me words fair, 

1 hey lacked no fair speaking, 470 
But all forsake me in the ending 
Then went I to my Goods that I loved 
best, 

In hope to have comfort, but there had 
I least, 

Tor my Goods sharply did me tell 
That he bnngeth many into hell 475 
Then of myself I was ashamed, 

And so I am worthy to be blamed; 

Thus maj I well myself hate 
Of whom shall I now counsel take? 
i think th it I shall never speed 480 
Till that I go to my Good-Deeds, 

But alas, she is so weak, 

That she caa neither go nor speak, 

V et w ill I v enture on her now — 

My Good-Deeds, where be you? 485 
Good-Duds [Speaking up from the 
giouud'] Here I lie, cold in the 
ground, 

Thy sms hath me sore bound, 

1 1 hat 1 cannot stir 

1 \ Lit ry man O, Good-Deeds, I stand in 
fear, 

I must you pray of counsel, 490 

For help now should come right well 
Good-Deeds Everyman, I have un- 
derstanding 

That ye be summoned account to make 
Before Messias, of Jerusalem King, 

And you do by me, 27 that journey with 
you will I take. 495 

27 By my advice 
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L n\man Therefore I come to you, 
nn moan to make, 

I pru vou that ye will go with me 
Good Died* I would full fun, but I 
<_ innot st ind, \ enly 
Eumnan W hy, is there anything on 
\ou f ill 51 

Gtod-Dttdt \ ea, sir, I may thank 
\ou of ill, 11 500 

If \ e h id perfectly cheered me, 
our book of count full ready now had 
been 

I 00k, the books of your w orks and deeds 
eke. 

Ah, see how they lie under the feet, 

1 o i our soul’s hea\ mess 505 

L tnman Our Lord Jesus, help met 
For one letter here I cannot see 

Good-Dieds There is a blind reckon- 
ing in time of distress 1 
L tnman Good-Deeds, I pray you, 
help me in this need. 

Or else I am fores er damned indeed 510 
Iherefoie help me to make reckoning 
Before the redeemer of all thing, 

That king is, and was, md e\er shall 
Good-Duds Everyman, I am sorry of 
vour fall, 

And f un would I help you, and I were 
ible 515 

L tnman Good-Deeds, your counsel 
I pny jou gne me 
Good-Duds That shall I do verily, 
Though that on my feet I may not go, 
1 ha\e 1 sister, that shall with you also, 
Called knowledge, which shall with 
vou ibide, 520 

To help \ou to make that dreadful reck- 
oning [Enter Kno uledge~\ 

Kno ledge Everyman, I will go with 
thee, and be thy guide, 

In thy most need to go by thy side 
Luninan In good condition I am 
now in every thing, 

And am wholly content with this good 
thing, 525 

Thanked be God my Creator 

6 d-D eels And when she hath 
brought thee there, 

23 For nerything 


W here thou slnlt heal thee of thy smart, 
Then go thou with thy reckoning and 
thj Good-Deeds together, 

Tor to 111 ike thee joyful nt he irt 530 
Before the blessed I rimty 

Loir's man My Good-Deeds, gra- 
mercy, 

I am well content, certainly, 

With your words sweet 

Knowledge Now go we together lov- 
mgly, 5 i 5 

To Confession, that cleansing mer 
Everyman For joy I weep, I would 
w e w ere there 

But, I pray vou, give me cognition 
Where dwelleth that holy man, Con- 
fession 

Knowledge In the house of s il\ ation 
We shall find him in that place, 541 
That shall us comfort by God’s grace 
[. Enter Confession ] 
Lo, this is Confession, kneel down and 
ask mercy, 

For he is in good conceit with God Al- 
mighty 

Even man [kneeling’} O glorious 
fountain that all uncleanness doth 
clarify, S+5 

Wash from me the spots of \ ice unclean, 
That on me no sin may be seen 
I come with Knowledge for my re- 
demption, 

Red empt with hearty and full contrition, 
For I am commanded a pilgrimage to 
take, 550 

And great accounts before God to make 
Now, I pra> you, Shrift, mother of 
sah ation, 

Help my good deeds for my piteous ex- 
clamation [He rises ] 

Confession I know your sorrow well, 
Everyman, 

Because with Knowledge ye come to 

me, 555 ' 

I will you comfort as well as I can, 

And a precious jewel I will give thee, 
Called penance, voider of adversity, 
Therewith shall your body chastised be, 
With abstinence and perse\ erance in 
God’s service 560 

[Gives Everyman a scourge ] 
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Here shall you receive that scourge of 
me. 

Which is penance strong, that ye must 
endure, 

To remember thy Saviour was scourged 
for thee 

With sharp scourges, and suffered it 
patiently; 

So must thou, ere thou scape that pain- 
ful pilgrimage; 565 

Knowledge, keep him in this voyage, 
And by that time Good-Deeds will be 
with thee. 

But in any wise, be sure of mercy, 

For your time draweth fast; and ye will 
saved be, 

Ask God mercy, and He will grant truly. 
When with the scourge of penance man 
doth him bind, 571 

The oil of forgiveness then shall he find. 
Everyman: Thanked be God for his 
gracious work, 

For now I will my penance begin; 

This hath rejoiced and lighted my heart, 
Though the knots be painful and hard 
within. S76 

Knowledge: Everyman, look your pen- 
ance that ye fulfill, 

What pain that ever it to you be, 

And Knowledge shall give you counsel 
at will, 

How your account ye shall make 
clearly. 580 

[ Everyman kneels in prayer."] 
Everyman: O eternal God, O heavenly 
1 figure, 

O way of rightwiseness, O goodly vision. 
Which descended down in a virgin pure 
Because he would Everyman redeem, 
Which Adam forfeited by his disobedi- 
ence, 585 

O blessed Godhead, elect and high di- 
vine, 

Forgive my grievous offence; 
i Here I cry thee mercy in this presence. 
O ghostly treasure, O ransomer and re- 
deemer, 

Of all the world hope and conductor, 
Mirror of joy, founder of mercy, 591 
Which illumineth heaven and earth 
thereby, 
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Hear my clamorous complaint, though 
it late be! 

Receive my prayers; unworthy in this 
heavy life 

Though I be, a sinner most abomina- 
ble, 

Yet let my name be written in Moses’ 
table. 596 

0 Mary, pray to the Maker of all thing. 
Me for to help at my ending, 

And save me from the power of my 
enemy, 

For Death assaileth me strongly; 600 
And, Lady, that I may by means of thy 
prayer 

Of your Son’s glory to be partner, 

By the means of his passion I it crave, 

1 beseech you, help my soul to save! 

[He rises.] 

Knowledge, give me the scourge of pen- 
ance, 605 

My flesh therewith shall give acquaint- 
ance. 

I will now begin, if God give me grace. 
Knowledge: Everyman, God give you 
time and space: 

Thus I bequeath you in the hands of our 
Saviour 

Now may you make your reckoning 
sure. 610 

Everyman: In the name of the Holy 
Trinity, 

My body sore punished shall be: 

[lie begins to scourge himself.] 
Take this, body, for the sin of the flesh; 
Also thou delightest to go gay and fresh, 
And in the way of damnation thou did 
me bring; 615 

Therefore suffer now strokes of punish- 
ing. 

Now of penance I will wade the water 
dear, 

To save me from purgatory, that sharp 
fire. 

[Good-Deeds rises from the floor.] 
Good-Deeds: I thank God, now I can 
walk and go; 

And am delivered of my sickness and 
woe. 620 

Therefore with Everyman I will go, and 
not spare; 
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His good works I will help him to de- 
ol lie 

knot ledge Now, E\ eryman, be 
mern and glad. 

Your Good-Deeds cometh now, ye may 
not be sad, 

Novi is y our Good Deeds vv hole and 
sound, 625 

Going upright upon the ground 

rver\man My heart is light, and 
shall be evermore, 

Now will I smite faster than I did before 
Good-Deeds Everyman, pilgrim, my 
speci il friend, 

Blessed be thou without end, 630 

For thee is prepared the eternal glory 
Ye have me made whole and sound, 
Therefore I will bide by thee in every 
stound 09 

Eiier\man Welcome, my Good- 

Deeds 1 Now I hear thy voice, 

I weep for sweetness of love 63s 

knowledge Be no more sad, but ever 

rejoice, 

God seeth thy living in his throne 
above 

Put on this garment to thy behove, 30 
Which is wet with your tears, 

Or else before God you may it miss, 640 
When ve to your journey’s end come 
shall 

Ejtnman Gentle Knowledge, what 
do v ou it call ? 

kno l ledge It is a garment of sorrow, 
From pun it will vou borrow 31 , 
Contrition it is, 645 

That getteth forgiveness, 

It plcascth God passing well 

G od-Deeds Everyman, will you 
we ir it for your heal? 

[ Lttnman puts on the robe of contrition ] 
E 1 1 v man Now blessed be Jesu, 
M iry’s Son, 

Tor now have I on true contrition 650 
And kt us go now without tarrying 
Good-Deeds, have we clear our reckon- 
ing 

Good-Deeds. Yea, indeed I have them 
here 


Everyman: Then I trust we need not 
fear 

Now, friends, let us not part in twain 
k no-iledgi Nay, Ev eryman, that will 
we not, certain 656 

Good-Deeds Yet must thou lead with 
thee 

Three persons of great might 

Everyman Who should they be? 
Good-Deeds Discretion and Strength 
they hight, 32 660 

And thy Beauty may not ibide be- 
hind 

Knowledge Also ye must call to mind 
Your Five-Wits as for your counsellors 
Good-Deeds You must have them 
ready at all hours 

Everyman How shall I get them 
hither? 

Knowledge You must call them all 
together, 666 

And they will hear you incontinent 
Everyman My friends, come hither 
and be present, 

Discretion, Strength, my Five-Wits, and 
Beauty 

[ Enter Discretion, Strength, Ene-Wits, 
and Beaut \ ] 

Beaut\ Here at your will we be all 
ready 670 

What will ye that we should do? 

Good-Deeds That ye would with 
Everyman go, 

And help him in his pilgrimage 
Adv lse you, will ye with him or not in 
that voyage? 

Strength We will bring him all thither 
To his help and comfort, ye may believe 
me 676 

Discretion So will we go with him all 
together 

Everyman Almighty God, loved 
might thou be, 

I give thee laud that I have hither 
brought 

Strength, Discretion, Beauty, and Five- 
Wits, lack I nought, 680 

And my Good-Deeds, with Knowledge 
clear, 


2t Moment 30 Benefit. 31 Ransom. 


* Are called. 
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All be in my company at my will here, 
I desire no more to my business 

istrunth And I, Strength, will by 
sou stand in distress, 

1 hough thou would in battle fight on 
the ground 685 

lu.t-JVits And though it were 
through the world round, 

We will not depart for sweet nor sour 
Beaul\ No more will I unto death’s 
hour 

W hatsoes er thereof befall 

Discrilion Everyman, ids lse you first 
of all, 690 

Go w ith a good ads lsement and delibera- 
tion 

\\ e \11 give you s irtuous monition 
1 hat all shall be svell 
Even man Mv friends, hearken what 
I wilt tell 

I prav God resvard vou in his heasenly 
sphere 695 

Now hearken, all tint be here, 

For I ssill mike ms testament 
Here before you all present 
In alms half my goods I ssill give svith 
my hands tsvain 

In the wiv of chanty, ssith good intent, 
And the other half still shall remain 701 
In quethe 33 to be returned there it 
ought to be 

This I do in despite of the fiend of hell 
To go quite out of his peril 
Es er after and this day 705 

Kno-dedge Eseryman, hearken sshat 
I say, 

Go to priesthood, I you ads lse, 

And receis e of him in any svise 
The holy sacrament and ointment to- 
gether, 

Then shortly see ye turn again hither, 
We will all abide you here 711 

rm-JVits Yea, Everyman, hie you 
that yt ready svere 

There is no emperor, king, duke, nor 
baron, 

That of God hath commission, 

As hath the least priest in the world 
being; 7^5 
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Tor of the blessed sacraments pure and 
benign 

He beareth the keys, and thereof hath 
the cure 

For man’s redemption, it is es er sure, 
Which God for our soul’s medicine 
Gave us out of his heart with great pain. 
Here in this transitory life, for thee and 
me 721 

The blessed sacraments seven there be: 
Baptism, confirmation, with priesthood 
good, 

And the sacrament of God’s precious 
flesh and blood, 

Marriage, the holy extreme unction, 
and penance, 725 

These seven be good to have in re- 
membrance, 

Gracious sacraments of high divinity 
Lur\ man Fain would I receis e that 
holy body, 

And meekly to my ghostly 31 father I 
ssill go [Exit Everyman 2 

Exu-fF, its Everyman, that is the best 
that ye can do 730 

God will vou to salvation bring, 

For nnenhood exceedeth all other thing; 
To us Holj Scripture they do teach. 
And converteth man from sin, heaven 
to reach 734 

God hath to them more power given, 
Than to any angel that is in heaven, 
With fiv e words he may consecrate 
God’s body in flesh and blood to make. 
And handleth his maker between his 
h inds 

The priest bindeth and unbindeth all 
bands, 740 

Both in earth and in heav en 
Thou ministers all the sacraments seven. 
Though we kiss thy feet thou were 
worthy, 

Thou art surgeon that cureth sin deadly 
No remedy sve find under God 745 
But all only priesthood 
Everyman, God gav e priests that dignity, 
And setteth them in his stead among us 
to be, 

Thus be they above angels in degree 


33 Bequest. 


34 Spintual 
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Kno ledge If priests be good it is so 
surch , 75° 

But when Jesus hanged on the cross 
\\ ith j;reat smart, 

1 here he g i\ e, out of his blessed heart, 
Ihe same sicrunent in gre it torment, 
He sold them not to us, that Lord Om- 
nipotent 

Therefore baint Peter the apostle doth 
sn\ 75S 

That Jesus’ curse hath all they 
W hieh God their Sa\ lour do buy or sell. 
Or thev for am money do take or tell 35 
Sinful priests giveth the sinners ex- 
imple bad, 

Their children sitteth by other men’s 
fires, I ha\e heard, 760 

And some haunteth women’s company. 
With unclean life, as lusts of lechery, 
These be w ith sin made blind 

1 1 e-If it* I trust to God no such may 
we find, 

Therefore let us priesthood honor, 765 
And follow their doctrine for our souls’ 
succor, 

We be their sheep, and they shepherds be 
By whom we all be kept in surety 
Peace, for yonder I see Ev eryman come, 
Which hath made true satisfaction. 

IRe -enter Lzery man J 
Got d-Deeds Methink it is he indeed 
L tr man Now Jesu be our alder 
speed 30 

I ha\e received the sacrament for my 
redemption, 

And then mine extreme unction 
Blessed be all they that counselled me to 
t ike it 1 775 

And now, friends, let us go without 
longer respite, 

[ thank God that ye have tarried so long 
Now set each of you on this rod 37 your 
hand, 

And shortly follow me 
I go before, there I would be, God be 
our guide 780 

Stun tit Everyman, we will not from 

\0U go, 

Till ye have gone this voyage long. 

30 Count “The help of all of us r Cross. 


Discretion I, Discretion, will bide by 
vou also 

knoileth, e And though this pilgrim- 
age be ne\ er so strong 11 
I will never part you from 785 

Everyman, I will be as sure b\ thee 
As ever I did by Judas Maecabce 

[ They walk together to tn gtaze"] 
Lien man Alas, I am so faint I may 
not stand, 

My limbs under me do fold 
Friends, let us not turn ag un to this 
land, 790 

Not for all the world’s gold, 

For into this cave must I creep, 

And turn to earth and there to sleep. 
Beauty. What, into this grave ? alas* 
Even man Yea, there shall ye con- 
sume more and less 795 

Beauty And what, should I smother 
here? 

Lzenman Yea, by my faith, and 
nevermore appear 
In this world live no more we shall, 

But m heaven before the highest Lord 
of all 

Beauty I cross out all this 1 Adieu, 
by Saint John 1 800 

I take my cap m my lap and am gone 
Everyman What, Beautv, whither 
will ye ? 

Beauty Peace, I am deaf, I look not 
behind me. 

Not and thou vvouldst give me all the 
gold in thy chest [Exit Beautv J 
Everyman Alas, whereto may I trust ? 
Beauty goeth fast away from me, 806 
She promised with me to live and die 
Strength Everyman, I will thee also 
forsake and deny, 

Thy game liketh me not at all 

Everyman Why, then ye will for- 
sake me all I 810 

Sweet Strength, tarry a little space 
Strength Nay, sir, by the rood of 
grace, 

I will hie me from thee fast, 

Though thou weep till thy heart do 
brast. 39 


35 Hard. ■ Burst. 
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Eva vman • Ye would ever bide by me, 
yc said. 815 

Stieni,tli: Yea, I ha\e you far enough 
com eyed, 

Ye be old enough, I understand, 

Your pilgrimage to take on hand 
I repent me that I hither came 
’ Everyman Strength, you do to dis- 
please I am to blame, 820 

Will you break promise that is debt? 
Strength In faith, as for that I care 
not. 

1 hou art but a fool to complain, 

You spend your speech and waste your 
brain, 

Go, thrust thee into the ground I 825 
[Exit Strength 

Everyman I had wend surer I should 
you have found 

But I see well, that trusteth m his 
Strength, 

She him deceit eth at the length 
Both Strength and Beauty forsaketh 
me, 

"Vet they promised me fair and lov- 
ingly 

Ducntion Everyman, I will after 
Strength be gone, 831 

As for me I will leave you alone 

Everyman Why, Discretion, will ye 
forsake me? 

Discnhon Yea, in faith, I will go 
from thee, 

For when Strength goeth before 835 

I follow after ev ermore 

Everyman Yet, I pray thee, for love 
of the Trinity, 

Look in my grav e once piteously 

Discretion Nay, so nigh will I not 
come 

Now farewell, fellows, every one! 840 
[.Exit Discretion ] 
Every man 0 , all things faileth, save 
God alone, 

Beauty, Strength, and Discretion, 

For when Death bloweth his blast, 

They all run from me full fast 

Five- Wits Everyman, my leave now 
of thee I take; 845 

I will follow the other, for here I thee 
forsake 


Everyman Alas! then may I wail and 
w eep, 

For I took you for my best friend 
rivt-Jf its I will no longer thee keep; 

Now farewell, and here an end 850 
[Exit rne-Wits J 
Everyman 0 Jesu, help! all hath for- 
saken me! 

Good-Deeds Nay, Everyman, I will 
bide with thee, 

I will not forsake thee indeed, 

Thou shalt hnd me a good friend at need. 
Everyman Gnmcrcv, Good-Deeds, 
now' may I true friends see, 855 

They have forsaken me every one, 

I loved them better than my Good 
Deeds alone 

Know ledge, will ye forsake me also ? 
Kno-vledge Yea, Everyman, when ye 
to death shall go, 

But not vet for no manner of danger. 
Everyman Gramercy, Knowledge, 
with all my heart 861 

Knoxhdge Nay, yet I will not from 
hence depart, 

Till I see where ye shall be come 

Every man Methink, alas, that I must 
be gone, 

To make my reckoning and my debts 
pay, 865 

For I see my time is nigh spent away. 

Take example, all ye that this do hear 
or see, 

How they that I love best do forsake 
me. 

Except my Good-Deeds that bideth 
truly 

Good-Dteds All earthly things is but! 
vanity. 870 \ 

Beauty, Strength, and Discretion, do 
man forsake. 

Foolish friends and kinsmen that fair 
spake, 

All fleeth save Good-Deeds, and that 
am I 

Everyman Have mercy on me, God 
most mighty, 

And stand by me, thou Mother and 
Maid, holy Mary 875 

Good-Deeds Fear not, I will speak for 
thee. 
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Everyman Here I cry God mercv 

Gnod-Dttd f Short our end, and 

mimsh our pain, 

T it us go and never come again 

Everyman Into thy hands, Lord, my 
soul I commend, 880 

Receive it. Lord, that it be not lost 1 
As thou me boughtest, so me defend. 
And save me from the bend’s boast, 
That I mav appear with that blessed 
host 

That shall be sav ed at the day of doom 
In maims tuas 10 — of might’s most S86 
Forever — eommendo spiritual me 11 in 41 
[.Every mail and Good-Deeds descend into 
the grave 3 

A110 Jtdge Now hath he suffered that 
we all shall endure, 

The Good-Deeds shall make all sure 
Now hath he made ending, 890 

Methinketh that I hear angels sing 
And make great joy and melodv, 

Where Everyman’s soul received shall 
be 

Angel [flit kin ] Come, excellent 
elect spouse to Jesu, 

Here above thou shalt go, 895 

Because of thy singular v irtue 
Now thy soul is taken thy body from, 
Thy reckoning is crystal-clear 
Now shalt thou into the heavenly 
sphere, 

Unto the which all ye shall come 900 
That liv eth well before the day of doom. 
[Exit Knowledge Enter Doctor to speak 
the Epilogue ] 

40 Into thy hands 41 1 commend my soul 


Doctor I his moral men may have in 
mind 

Ye hearers, take it of worth, old and 
young, 

And forsake pride, for he deceiv eth you 
in the end, 

And remember Beauty, Five-Witg 
Strength, and Discretion, gov 
They all at the last do Everyman for- 
sake, 

Save his Good-Deeds, there doth he 
take 

But beware, and they be small 
Before God, he hath no help at all 
None excuse may be there for Every- 
man 910 

Alas, how shall he do then f 
For after death amends may no man 
make, 

For then mercy and pity do him for- 
sake 

If his reckoning be not clear when ha 
doth come, 

God will say — tie maledicti in ignem ae- 
ternum 42 915 

And he that hath his account whole and 
sound, 

High in heaven he shall be crowned; 
Unto which place God bring us all 
thither, 

That we may live body and soul to- 
gether 

Thereto help the Trinity 1 920 

Amen, say ye, for saint charity 
Thus endelh this moral play of Every* 
man. 

42 Go, ye accursed, into eternal fire. 


NOTES ON EVERYMAN 

I. THE NATURE OF PARABLE 

Everyman may be regarded as a dramatized parable, and it therefore 
introduces the problems inherent in the parable form. A parable mav b e 
said to present some rather simple generaliza tion by means of a conc rete 
example it is a story which makes a poin t It is primarily concerned with 
theme or idea For instance, if we turn to the New Testament, we find the 
story of the foolish man who built his house on the sand and the wise man 
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who built his upon the rock The storm comes, the foundations of the first 
house are swept awav, and the whole fabric crumbles, but the house built 
upon the rock suivives the storm 

Each feature of the story has a simple moral meaning The house clearly 
is not a structure of wood or stone or brick, but a moral edifice The phj sical 
storm symbolizes the doubts and difficulties of life The sandy foundation 
represents fnvolous 01 false beliefs, whereas the rock is eternal truth 

It would be possible, of course, to expiess the point of the paiable still 
more simply by dropping the symbolism altogether and stating the implied 
generalization abstractly that is, the man who lives in accordance with 
truth can endure the difficulties of life without suffering the collapse of the 
man who foolishly ignores the truth 

But the parable foim of statement has distinct advantages by making 
use of a concrete stoiy it renders the point more yividly and emphatically 
The reader’s feelings and imagination aie engaged as well as his mind — 
a matter that is impoitant in two ways hoi one thing, it may be useful in 
merely understanding the point this is especially true of untiained 01 un- 
sophisticated minds, which are natuiallv more accessible to emotional ap- 
peal than to abstract logical statements and therefore find the parable an 
easily grasped kind of expression The statement, “John Doe’s life was 
liyed in accordance with false premises,” may seem “dry” because, even 
though it seems to concern a specific case, it is abstract in form But the 
concrete picture of the house built upon the sand is emotionally stirring 
and is immediate in its impact We are prepared for an ironical mockery of 
such expensive folly, and we begin to feel some apprehension as we think 
of the weak foundation But it should by now be clear that the parable is 
doing more than merely making a point understandable i n stimulating our 
emotions and imaginations, it is giving us a fuller and more complete ex- 
perienterrhan would the bare statement of fact It is no longer a device of 
exposition tor relatively untutored minds, but as it effectively engages our 
interest and our sympathies, it acts on the same level as works of literary 
art 

The Problem of the Parable Writer: the Relationship of Theme and 
Form. The parable writer, in other woids, finds himself to some extent 
working in two fields at the same time In one, he is writing a sermon, the 
aim of which is to convey a single, definite, clearcut idea, but as he goes on 
to give that idea the concrete narrative form which gains power from its 
appeal to our emotions, he introduces new elements which tend to widen 
and complicate the original forthright idea Through our imaginations, 
which are necessarily brought into play by the story form, we naturally 
begin to see new meanings and implications Thus, the theme of the sermon 
is expanded For instance, the Biblical parable of the two houses might 
suggest to us such questions as the following Was the man arrogantly 
foolish ? Was he led into his folly by false appearance ? Did he become crim.- 
nally careless because he was preoccupied with other things ' 1 How will he 
feel when the house collapses — terrified, remorseful, or eager to blame 
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someone else? And what of the innocent occupants of the house? What 
attitude aie we to take towaid them? 

Now, as it happens, the authoi of this paiable has taken steps to prevent 
such questions from becoming too ptominent and thus inteifeiing with the 
singleness of this theme He simplv sajs, “The man was foolish”, we are 
meant to accept this as adequate moti\ation of his action Noi does the 
author sav an\ thing about the other occupants or give an\ leal hints to 
stimulate our inquiring into the man’s feelings after the fall of his house 
In othet woids, the author has “piotected” his thesis, so to speak, he has 
stuck quite close to the sermon foim, he has not yielded veiy much to the 
demands of art, though he has used some of the devices of ait 

When, howevei, the parable writei does use literaiy methods — action 
and character — to give his theme conviction and dramatic foice, he does , 
inevitably begin to sunender some of the simplicity of his theme For the I 
questions proposed by our imagination suggest tanations of the theme, 
actuall\, we are tending to break down the abstiact genet altzal ton into 
concteti mdindual experiences The sermon gives us the generalization, the 
drama presents an experience The paiticulai cncumstances of the ex- 
perience begin to modify and qualify the simple, abstract statement In 
conclusion, then, we come to this double principle, which is ver\ important 
in dealing with the complex “parables” which drama involves in propor- 
tion as we put an idea — any idea — as simpK, generally, and abstractly 
as possible, we militate against dramatic effectiveness, and coniersel}, in , 
proportion as we piesent a theme concretelj and vividlj, we tend, as a 
necessary consequence, to suggest a more complex interpretation of events 
than anv simple, abstract statement will convey 
How We Become Aware of the “Meaning.” Most important of all, we 
tend, in the concrete, diamatic piesentation of the theme, to shift from the 
author’s own unequivocal “meaning” as it ma\ be stated bv the author 
himself in his role as scientist, historian, or moialist to the total “meaning” 
of the events as presented to the audience or to the leader To state the 
matter in slightly different terms when we fictionalize 01 diamatize a ' 
geneialization about life, the meaning tends to shift from the “saj-so” 
of the author as an expert or authoi it\ to the meaning of the fictional 
or diamatic structuie The authoi speaks not directly but indiiectiv, he 
does not try to convince us b} his logic 01 his authority, but offeis us a gioup 
of exents whose meaning we apprehend imaginatively 

Now the latter method does not mean that the author speaks any the 
less intelligibly, if he is a good artist, the novelist or dramatist oi poet can 
successfully convey to us his interpietation He may fail — just as the 1 
wntei who speaks to us dnectly in his own person may fail by use of mis- 
taken facts, bad logic, or muddled organization But, with his more com- 
plex task, the aitist has possibilities of full success He selects and ar- 
linges the actions and the other diamatic materials in which we find a 
certain significance, when the anangement and selection aie done with 
sufficient skill and insight, what we see in them will presumably be very 
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close to what he sees in them (we have already seen how the structure of 
Lady Windermere's Fan leads us definitely toward certain conclusions about 
Wilde’s “meaning”). But at the same time that we are interpreting the 
structure of actions that constitute the play, we are also, as it were, par- 
ticipating in them and emotionally responding to them; the fact that we 
enter imaginatively into the story or play accounts for its superior im- 
mediacy and power. 

2 . theme and drama in Everyman 

Although in the study of Lady Windermere’ s Fan we were finally able to 
come to some reasonably definite conclusions about “meaning,” the theme 
was never in the foreground. What we were primarily conscious of was the 
conflict and interplay of a set of sharply characterized individuals. But in 
Everyman the situation is different: th e theme is clearly before us from the 
start, and the characters and action are, in a sense, in a secon dary position. 
Hence our cfiticaF problem here is a differentfone) "~ 

We do not have to spend much time showing how the events of the play 
conform to the theme, for it is clear that the author has started out with the 
C hristi an account of life and adapted to it the particular set of circum- 
stances tTiat constitute the play. Rarely do we forget that he is expounding 
to us certain basic Christian values. The beginning and ending of the play 
and God’s speech ( 11 . 22 ff.) present the theme almost to the exclusion of 
dramatic interest. The part of the play lying roughly between 11 . 550 and 
650 is largely a straightforward presentation, without conflict, of certain 
steps that the human being must go through on the way to salvation. Do 
you find other such relatively undramatic passages? 

But the author has not chosen to write a sermon: he has written a 
dramatized parable. And the consequences of his use of the dramatic form 
are forcefully apparent. Here, then, is where our critical problem really lies: 
we want to see how much of an artist he was, that is, to what extent he 
made his drama a self-consistent presentation of a concrete experience and 
allowed his thesis to become subordinate to the more complex view of life 
entailed in the tracing of individual experiences. 

Characterization. In a sense this play may be called an allegory; that is, 
each of the charact ers and events is definitely related to a system of ab- 
'stractmeamngs. The names of the characters, of course, show their origin 
nTaBstfactioni — Knowledge, Discretion, Good Deeds, and so on. But they 
are not merely abstractions dressed up and walking around on the stage; 
some of them, at least, are three-dimensional beings that attain a degree- 
of personality. 

Death, for example, as far as the allegory is concerned, is merely what 
happens to all mortals, loss of life, which is the blotting out of the senses 
and the corruption of the body. Yet in the play, Death is presented as a 
person whose duty it is to summon Everyman before his Maker; but one 
notices that the author has done more than merely to dress Death up like a 
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human being. The author has given him something of a personality as well 
Death has the brisk, businesslike air of a deputy shenff He even appears 
to get a certain relish out of the stammering sutpuse which his descent 
provokes in his hitherto unsuspecting victim. Yet, on the other hand, his 
attitude is definitely not malicious After all, he has no personal animus 
against his victim To serve the summons on Everyman is simply his duty — 
part of the da\ ’s work. 

If the student is inclined to feel that Death has been credited here with 
more peisonality than he actually achieves, it will surely be easy enough to 
show that some of the other characters do become peisonalities Fellow- 
ship, the abstract quality, is represented by a typical goodfellow, who ap- 
proaches his friend to cheer him up, who swears not to forsake him “to my 
life’s end,” but who adds cautiously “In the way of good company,” and ( 
who finally leaves the friend in the lurch when he finds that really senous 1 
matters are afoot 

In the same way, Kindred — supported by Cousin — transcends the meie 
absti action to become a typical kinsman, genuinely concerned about 
Everyman’s melancholy, full of fatuous comment, willing to help him out — 
up to a point — but flatly refusing Everyman’s great request 

The allegory is working itself out as the play develops the pla\ is saying 
that friends and even kinsmen cannot die for one. But the play makes its 
general point by attempting to give the illusion of life — the interplay of 
real people and concrete events. 

Structure. Aside, then, from attempting to develop some of his chaiac- 
ters as characters, the author goes a step fuither he presents his actions 
in a more complex form than would be necessary if he were only making a 
i point about Christian values. He has several climaxes, with resultant 
M changes in tension and mood, he makes rather skillful use of irony , he uses 
' different means of suspense ^In other words, he is trying in every way he 
! can to make us become emotionally concerned, he wants his story to be 
effective as a story — his plot to work as plot 

F01 the sake of the theme, all the author must do is show 7 Eveiyman * 
embracing Christian values and thus gaining everlasting life But the author 
is not content with so simple a pattern he wishes to piesent also Every- ' 
man’s devotion to false values, and later his failure to distinguish, in the 
realm of sound values, "between those which are only of earthly significance 
and those which relate directly to eternal salvation. Now these expenences 
have to come in a certain order, and as we observe what that older is, we 
really discover the structure of the play. , 

Although Everyman has no internal divisions such as acts or scenes, it isf 
cleailv divided into four parts which have a definite relationship to each ’ 
other In Part I we see Eveiyman in conflict with death, and losing the 
battle (to 1 183) In Part II Eveiyman unsuccessfully tries to find a com- 
panion for his journey (to 1 462). In Part III he is more successful in his 
search for companions, and the mood changes to one of joy and exaltation 
(to 1 . 770). In Part IV we have another turnabout - Everyman has a second 
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major disappointment, and he finally meets death completely sobered and 
matured by his experiences. The author who conceived this fairly elaborate 
dramatic progression was doing much more than merely saying “Be good 
and you’ll be happy.” 

Part I. Man’s hearing that he must die would not on the face of it appear 
to have many dramatic possibilities. But the author does make it dramatic 
by showing Everyman trying to fight off Death as a concrete, personal 
enemy. Although the conclusion of the conflict is known in advance, the 
author maintains tension and interest with his vivid portrait of Everyman 
dashing quickly from one to another of the expedients by means of which 
human beings always greet or try to evade the unpleasant: incredulousness, 
the desire for delay, efforts to bribe, desire to do other things first, the naive 
hope that maybe it won’t be so bad after all (“Should I not come again 
shortly?”), the hope for company, the final direct plea for grace. The 
author’s acute psychological analysis of Everyman is much more than he 
needs to provide in order to develop his theme. But he wants to make his 
character alive. 

Part II. In Part I we saw Everyman reduced from the brisk self-satisfac- 
tion of the undisturbed human being to the near-despair of one who must 
face death; now we see him experiencing several momentary recoveries of 
good spirits and then plunging into still deeper despair. In terms of 
action, Part II is connected with Part I by Everyman’s acting on his ex- 
pressed desire to find companionship. Now what the author might do is 
merely to run Everyman through a series of similar experiences, each of 
which has the same disappointing ending. But, actually, one should notice 
how much variety he has achieved in this scene, which might be repeti- 
tious and hence monotonous. First, he has Everyman take the most natural 
step for a human being — seek human companionship, that of friends and 
relatives. Then Everyman with his plea shifts to a wholly different kind 
of character, Goods. This gives us, on a superficial level, contrast, and, on a 
more profound level, a sense of deep irony: while Everyman thinks he is 
finding a more durable companion, we can see him making an even less^/ 
discerning choice than before. As we examine in detail Everyman’s dialogue 
with each of the characters whom he asks for help, we find that each little 
scene is handled in its own characteiistic way. Note the difference in length: 
the first, that with Fellowship, is very fully developed; the second is only 
half so long; and that with Goods, where the theme receives a new twist, is 
longer again. The Fellowship scene is almost a playlet in itself, with the 
effect resting on irony: Everyman and Fellowship reach an enthusiastic 
' height of good feeling bas ed on the latter’s helpf ulness a nd the former’ s 
gratitudeT^ndthen comesTHFcrash into reality, m the scene with Cousin 
andTundred the author cannot use the same pattern of build-up and let- 
down; so here the refusal comes quite early (Everyman, partly disillusioned, 
is no longer so ambiguous about the journey he has to take). The author 
adds to the sense of freshness by the frivolity of Cousin’s excuse, “I have 
the cramp in. my toe” — a skillful picture of the ludicrously inadequate 



io6 


SIMPLER TYPES 


A 


/ 


excuses which human beings give to justify their failures. Note also Kin- 
dred’s line: “Ye shall have my maid . . .” Why is this dramatically effec- 
tive f Compare, on the other hand, the excuse which Goods gives: does it 
merely repeat the scheme used in Cousin’s excuse? Notice Goods’s speech 
in 11. 401-402: what equivocation or “double talk” has the author woven 
into the words of the promise? Is this appropriate? What devices does the 
author use to make Goods a “realistic” character? 

Once again, it is clear that the demands of the mere theme do not account 
for all the careful technical elaboration. With a good sense of drama, the 
author has gone on to present a full and vivid set of experiences. As a 
result, when we come to the end of Part II we do not feel that we are only 
being lectured, but we can genuinely grasp the depression of Everyman, 
who is a plausible human being. , 

Part III. Again the central element in Everyman’s new experience is 1 
irony: by the author’s use of irony we can see that he is avoiding the run- 
of-the-mill, routine, commonplace developments which the prominence of 
his theme might have led us to expect. Here, the irony lies in the fact that 
Everyman turns to his best help, not first, but only after he has been re- 
pulsed everywhere else. (Everyman’s action here is typical of humanity’s 
confusion about values.) Then, the easy and expected thing for the author 
to do would have been to have Good Deeds rescue Everyman from his 
plight immediately. But we have further irony: such on-the-spot assistance 
is impossible. And it may not be pushing the irony too far to point out that 
the reason in this case is the same reason given by Goods: Good Deeds is 
fettered — bound. Note that in each case the fetters are symbols, but sym- 
bols of course, of different things: what are the symbolic meanings? 

But Good Deeds, though, like Goods, she cannot go with Everyman, can 
send him to her sister Knowledge, who -will tell him what to do; and the 
process of Everyman’s salvation is thus begun. It is not necessary for us to 
follow in detail Everyman’s changing situation. We should note, of course, 
that the subsequent episode with Confession and Penance has much less 
dramatic force than any scene which occurred thus far. Here the sermon 
takes precedence of the drama: the author is finishing one part of his theme 
and is looking forward to another part of it to be developed later. 

But, on the whole, this part of the play still has considerable dramatic 
1 force, a dramatic force which grows out of the change of mood as Everyman 
I feels overwhelming relief in hjs .discoyery_at last, of trustworthy friends, 
v In fact, here is a kind of summation and knitting together of the first three 
parts: the resolution of the original issue, which was Everyman’s terror at 
being abandoned, at having to take a dreadful journey alone. He now feels ^ 
1 comforted and strong. The author’s bringing upon the stage a whole com- 
pany of sympathetic counselors and friends builds up for the audience a 
sense of Everyman’s increased security. They are the source of his changed 
feelings, and at the same time they become a kind of visible symbol of his 
new sense of security. 

Note the effective touch of having Everyman assume the post of leader. 


"I 
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Everyman is no longer frightened and bewildered. Having received the 
sacrament, he is resolved and confident. “Follow me,” he says; “I go be-, 
fore, there I would be.” 

It looks at this point as if everything is settled and the author is ready 
for a “happy ending.” 

Part IV: The Complication of Theme. But the author, as we have already 
suggested, has elected to introduce a further complication. The very 
company on whom Everyman has been instructed to rely on his journey 
to the grave begins to fall away as he approaches the grave. With regard 
to the theological meaning, this complication allows the author to make a 
further point about man’s relation to death, namely, that at death man 
must give up not only physical but also certain more abstract endowments, 

. But on the dramatic level, the complication is more important still: it per- 
mits the author to create another suspense which will take the place of the 
suspense which has been relaxed. In other words, the author has not 
wished to seem to take the fact of death too lightly: even in the contrite 
and repentant man, death begets a proper seriousness and a proper fear. 
The shrinking back of one pilgrim after another emphasizes this sense of 
fear and makes Everyman seem a human being with normal, human hopes 
and fears, and not a rather un real — because incredibly complace nt — convert. 

The Growth of Everyman’s~Character. This process of humanizing Every- 
man is accompanied by a process of character development: Everyman, as 
he begins his journey to the grave, is no longer the rather callow and terri- 
fied person that he appeared to be at the beginning of the play. His eyes 
have now been opened; the ordinary illusions have fallen from him; he has 
knowledge of the slipperiness and falsity of the world; and, indeed, he has 
acquired a certain moral toughness. 

This new quality comes out very plainly in the passage in which Beauty 
repudiates Everyman. Consider the whole passage (beginning with line 
794). After the premises made to him by Strength, Discretion, and Knowl- 
edge, Everyman has been heartened for the journey and filled with joy 
, by his sense of the loyalty manifested by his companions But just at this 
1 high point of courage, when he addresses the company as friends and says 
to them “Let us not turn again to this land. . . . For into this cave must I 
creep” — just at this moment, Beauty starts back in fear with the exclama- 
tion: “What, into this grave?” Yet it is important to notice that it is 
Everyman who is now able to look the facts in the face and answer: “Yea, 
and there shall_you consume more and lesg.” The answer is a sorrowful one, 
but it is Important to note that Everyman himself is here the instructor 
' who can explain to Beauty the worst that can befall. 

^ One may put the matter in somewhat different fashion by saying that in 
this part of the play the author is developing the process of disillusionment 
on a much higher level. For, now, at this point in the play, it is not the 
outside world which is deserting Everyman at the approach of death, but 
the very qualities and faculties of the man himself which are deserting him. 
The inner citadel, as it were, is going down under the attack. 
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Everyman’s cry, “Now, Jesu help* all hath foisaken me!” comes there- 
fore with special poignance Ever\man is, at this stage of the play, not the 
man easil\ disappointed, he has been chastened For the same leason, Good 
Deeds’s final promise to abide with him, too, comes with special foice it is 
a piomise made in the face of full knowledge of the terror which has caused 
all the othei suppotters to flee 

What, then, of the refusal of Knowledge to accompany Everyman into 
the grave with Good Deeds? Truth to the allegoiy demands that the authoi 
have Knowledge refuse — a man cannot take his knowledge with him into 
the grave Yet. dramatically considered, will not the refusal of Knowledge 
come as an anticlimax after the high point which we have reached with 
Good Deeds’s promise not to forsake Everyman ? 

Significant Variation. Here, as we shall see, the author has given us a very 
fine example of significant variation (see Glossary). Throughout the play, < 
we have witnessed Everyman’s repeated plea for companionship, and have 
heard the request in all but one instance refused When Eveiyman turns to 
/Knowledge and asks whether Knowledge will forsake him, the reply, “Yea, 
Everyman, when ye to death shall go,” on one level echoes the reply which 
we have heard so often throughout the play But here it comes with very 
different effect. We may say that the refusal itself, here, turns into a sort 
of comforting assurance Coming from Knowledge, who has been what 
might be called the presiding genius of the play, it cannot be equated with 
the cowardly and selfish refusals which superficially it resembles Indeed, 
as Knowledge continues his speech, the refusal itself, as we have said, be- 
comes a guarantee of continued watchfulness and supervision Knowledge 
will not have to desert Everyman until the fact of death itself, and not 
before Knowledge has seen him safely through his ordeal Man cannot take 
his knowledge with him into the giave, but by means of Knowledge, man 
can see what will happen to him beyond the grave 

Again, then, we see the allegory asserting itself, but, as befoie, being 
humanized and made dramatically meaningful The author achieves a 
richer and more moving effect by having Knowledge unable to follow Every- 
man than he would have secured by having both Good Deeds and Knowl- 
edge descend with Everyman into the grave. 

Summary. We began this analysis bv saying that Everyman was a 
dramatized parable We pointed out that the dramatization of a theme is 
more vivid and moving than is an abstract statement of the theme. We 
pointed out further that a theme is to some extent qualified and modified 
in the process of dramatization, and that the emotional power which the 
dramatization provides, itself springs from the fact that we are not given a 
statement but are forced to develop our own attitudes and to make our own 
intci pittations 

How are these propositions lllustiatcd by Everyman ? Suppose that we 
considei the matter in this way. Had the author of Everyman conceived 
his play as propaganda for the Christian way of life even more narrowly 
than ne has, he might have been tempted to leave out such bits of humor a c 
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Cousin’s reply to Everyman “No, by our Lady, I have a cramp in my 
toe ” Such humor, he might have felt, was unseemly in such a play, and 
might detract from the seriousness of the attitude he wishes to provoke in 
his audience To pass on to a much more serious matter, he might have 
further decided that he ought not to play up the terror of death in Every- 
man after Everyman had repented and set his account in older 

It is perfectly tiue that, in the play as we have it, Everyman does go to 
his death with a deep and sincere confidence in the Christian hope of the 
resurrection Yet a narrow piopagandist might conceivably have felt that 
he ought not to seem to weaken Eveiyman’s confidence at all And cer- 
tainly, in strict logic, Everyman ought to feel no qualms at all yet in the 
play, having brought Everyman up to a height of confidence, the author 
has rather deliberately stripped the confidence from him This is, of course, 
not to sav, that there is any ambiguiu as to the author’s attitude toward 
Christianity The play is a very fine and lelatively uncomplicated treat- 
ment of the Christian theme Hut it is important to observe that even so 
simple a treatment of the theme as one finds in this play is not so simple 
as a purely abstract account of it would be, and, concomitantly, that the , 
play is as good a play as it is because the author was willing to write as '' 
a dramatist and not as a mere Propagandist 

One may make the same general point in terms of the symbolism, the j 
play is an allegory, which, though simple, is not purely mechanical The 
authoi is willing and able to provide some hints of a richer and more fluid 
symbolism The ‘ meaning” is not exhausted by our referring each part of 
the play to its place in the allegorical scheme as we might with a key to the 
allegory Allegory in the play there is, and the principal meaning of the 
play is allegorical, but we have the beginnings of that richer and more 
manysided symbolism which any good play involves, and which we find in / 
its most magnificent form perhaps in some of the greater plays of Shake-| 
speare 

To sum up we may say that good drama is always meaningful, and 
probably is ultimately always moral, but the reader who is looking only 
for the “moial,” or who indulges merely in “message-hunting,” or, in 
genet al, is willing to see a play as merely the illustration of a special theme 
will be misreading the play 


Everyman as tragedy 

We should, finally, give at least passing attention to those aspects of 
’Everyman which may suggest that it should be called a “tragedy” The 
f fact that the play deals with serious issues suggests a kinship with tragedy, 
and the fact that the protagonist dies will, for many people, clinch the as- 
sumption that it is a tragedy It is probable, indeed, that many people feel 
that tiagedy is synonymous with an unhappy ending, and the death of the 
protagonist, in terms of this same logic, is per se unhappy. 

Yet Everyman, it ought to be pretty clearly evident, is not a tragedy, 
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even though it does concern itself with serious issues. And it ought to be 
even more clearly evident that the conventional assumptions about 
tragedy which would make it a tragedy require drastic qualification. The 
death of Everyman, for instance — regardless of whether or not it is “ tragic” 

is certainly not “unhappy.” There is a sense in which Everyman at his 
death is profoundly happy. We shall need much more precise definitions of 
tragedy than this if we are to come to any understanding of drama. 

It is not wise at this point to attempt any elaborate discussion of the 
nature of tragedy. That can best be undertaken a little later in this manual 
and in connection with plays which raise the problem of tragedy in more 
explicit form. Yet even so, a few generalizations on the subject here may 
not be amiss. 

Af In the first place the mere death of the protagonist has little to do with 
rtagedy. For example, consider: the death of a good person who is the victim 
ofTnalice; the death of a good person by a chance accident; the death of a 
gangster, either at the hand of the state or at the hands of another gangster; 
the death of a person who dies happily in a good cause. Could any of these 
taken as such be regarded as tragic? It ought to be clear that we cannot 
respond to all these deaths in the same way, but that they will affect us in 
a variety of ways. We may feel shocked; we may rejoice; we may remain 
indifferent^we may be moved to pity; our attitude may be not simple at all 
but may blend one feeling with another. 

The fact of death, then, affects us in various ways and depends for its 
effect on the circumstances which attend it. Any definition of tragedy which 
depends, therefore, merely on the fact that the protagonist dies is hopelessly 
vague. The character of the protagonist and the nature of his struggle with 
circumstance or his fellow’s or with himself is much more to the point in 
developing a workable definition of tragedy. 

A few generalizations, however, are so obvious that they can be made, 
here and now. First, the protagonist must struggle, for, if he is unable to 
struggle or is too passive to struggle, we can feel no more than pity for him. 
The death of a child, for example, may be pathetic, but it cannot be tragic. 
Second, we must feel some sympathy for the protagonist in his struggle: if, 
his death merely gives us satisfaction or, worse still for the purposes of 
drama, leaves us indifferent, there can be no tragedy. Third, there must be 
in the protagonist some limitation or failure — else we shall probably feel 
no more than thejnire pathos of his death, or that his death is unfair and 
and undeserved. ^ j 

In the second play which follows, Lillo’s George Barnwell, we shall have 
an opportunity to explore much more thoroughly what the character of the 
tragic protagonist must be and must not be. But even here we shall probably 
not find a complete answer to the nature of tragedy in the light of which we 
shall be able to see fully why Everyman is, though a serious play, not a 
tragedy. The full answer probably will have to wait upon our examination 
of other plays. 
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QUESTIONS 

1. Beauty, in refusing to go with Everyman into the grave, uses the 
same oath (“By Saint John”) that Fellowship has used earlier in the play 
in making the same refusal. What is gained by this parallelism? Does it 
help make the abstract character, Beauty, seem credibly human? Help 
enforce the essential loneliness of Everyman? 

2. Review all the speeches of refusal to accompany Everyman. Note how 
many of the characters use homely turns of phrase (“I take my cap in my 
lap and am gone,” “Thy game liketh me not at all”) and understatement. 
What is gained by these devices? 

3. As Everyman and Good Deeds prepare to descend into the grave, 
'’Good Deeds says, “Short our end, and minish our pain.” Properly speak- 
ing Good Deeds does not suffer pain. Defend, on dramatic grounds, the 
author’s use of our here. 

4. We h ave pointed out that, although the play has no formal division 
into scenes, the play actually falls into four divisions. How has the author 
suggested these divisions by his arrangement of speeches or his manage- 
ment of the action? 

5. Goods comes close to being the real villain of the piece. He mocks 
Everyman overtly in his last speech. Yet docs not Goods really show a 
scrupulous neutrality? This may be very shrewd on the part of the author. 
He even makes Goods point out that he would have been transmuted into 
Everyman’s true friend Good Deeds (with whom he is ironically linked by 
name) if only Everyman had “to the poor . . . give part of me.” What is 
the effect of this paradox in emphasizing Everyman’s own responsibility l 
as a free agent? That is, does it lessen any impression we might have that 
Everyman is a victim of circumstances? 

6 . Primarily the author uses God, of course, to set up the moral issues 
of the play. Does the author attempt more than that in his initial pres- 
entation of God? Does he try to “characterize” Him at all? To make the 

f first scene dramatic as well as homiletic? 

7. Can you find any of the lines by which the author endeavors to sug- 
gest changes of place to the audience? How much care does he take in this 
matter? 

8. What lines in the first scene point ahead to Everyman’s interview 
with Goods? 

9. Has the author succeeded at all in universalizing Fellowship? That 
yis, in giving him qualities which we of a later generation find entirely 
^recognizable? Are there any familiar idioms here (as well as elsewhere in 

the play) ? 

10. Is there anything ironic in the fact that Fellowship exclaims “in 
faith” in 1. 232 and again “in good faith” in I. 280? 

1 1 . What do we learn about Fellowship from the fact that he says finally 
that he would not go with Everyman even if he were given a new gown 
(1. 292)? 
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even though it does concern itself with serious issues. And it ought to be 
even more clearly evident that the conventional assumptions about 
tragedy which would make it a tragedy require drastic qualification. The 
death of Everyman, for instance — regardless of whether or not it is “ tragic” 

is certainly not “unhappy.” There Is a sense in which Everyman at his 
death is profoundly happy. We shall need much more precise definitions of 
tragedy than this if we are to come to any understanding of drama. 

It is not wise at this point to attempt any elaborate discussion of the 
nature of tragedy. That can best be undertaken a little later in this manual 
and in connection with plays which raise the problem of tragedy in more 
explicit form. Yet even so, a few generalizations on the subject here may 
not be amiss. 

f In the first place the mere death of the protagonist has little to do with ^ 
Tragedy. For example, consider: the death of a good person who is the victim 
of malice; the death of a good person by a chance accident; the death of a 
gangster, either at the hand of the state or at the hands of another gangster; 
the death of a person who dies happily in a good cause. Could any of these 
taken as such be regarded as tragic? It ought to be clear that we cannot 
respond to all these deaths in the same way, but that they will affect us in 
a variety of ways. We may feel shocked; we may rejoice; we may remain 
indifferent; we may be moved to pity; our attitude may be not simple at all 
but may blend one feeling with another. 

The fact of death, then, affects us in various ways and depends for its 
effect on the circumstances w hich attend it. Any definition of tragedy which 
depends, therefore, merely on the fact that the protagonist dies is hopelessly 
vague. The character of the protagonist and the nature of his struggle with 
circumstance or his fellows or with himself is much more to the point in 
developing a workable definition of tragedy. 

A few generalizations, however, are so obvious that they can be made, 
here and now. First, the protagonist must struggle, for, if he is unable to 
struggle or is too passive to struggle, we can feel no more than pity for him. 
The death of a child, for example, may be pathetic, but it cannot be tragic. 
Second, we must feel some sympathy for the protagonist in his struggle: if . 1 
his death merely gives us satisfaction or, w T orse still for the purposes of 
drama, leaves us indifferent, there can be no tragedy. Third, there must be 
in the protagonist some limitation or failure — else we shall probably feel 
no more than theqmre pathos of his death, or that his death is unfair and 
and undeserved^ j 

In the second play which follows, Lillo’s George Barnwell, we shall have^ 
an opportunity to explore much more thoroughly what the character of the 
tragic protagonist must be and must not be. But even here we shall probably * 
not find a complete answer to the nature of tragedy in the light of which we 
shall be able to see fully why Everyman is, though a serious play, not a 
tragedy. The full answer probably will have to wait upon our examination 
of other plays. 
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1. Beauty, in refusing to go with Everyman into the grave, uses the 
, same oath ("By Saint John”) that Fellowship has used earlier in the play 

in making the same refusal. What is gained by this parallelism? Does it 
help make the abstract character, Beauty, seem credibly human? Help 
enforce the essential loneliness of Everyman? 

2. Review all the speeches of refusal to accompany.Everyman. Note how 
many of the characters use homely turns of phrase (“I take my cap in my 
lap and am gone,” "Thy game liketh me not at all”) and understatement. 
What is gained by these devices? 

3. As Everyman and Good Deeds prepare to descend into the grave, 
" Good Deeds says, "Short our end, and minish our pain.” Properly speak- 
ing Good Deeds does not suffer pain. Defend, on dramatic grounds, the 
author’s use of our here. 

4. We have pointed out that, although the play has no formal division 
into scenes, the play actually falls into four divisions. How has the author 
suggested these divisions by his arrangement of speeches or his manage- 
ment of the action? 

5. Goods comes close to being the real villain of the piece. He mocks 
Everyman overtly in his last speech. Yet does not Goods really show a 
scrupulous neutrality? This may be very shrewd on the part of the author. 

‘ He even makes Goods point out that he would have been transmuted into 
Everyman’s true friend Good Deeds (with whom he is, ironically linked by 
name) if only Everyman had "to the poor . . . give part of me.” What is 
the effect of this paradox in emphasizing Everyman’s own responsibility 
as a free agent? That is, does it lessen any impression we might have that 
Everyman is a victim of circumstances? 

6. Primarily the author uses God, of course, to set up the moral issues 
of the play. Does the author attempt more than that in his initial pres- 
entation of God? Does he try to “characterize” Him at all? To make the 

'l first scene dramatic as well as homiletic? 

1 7. Can you find any of the lines by which the author endeavors to sug- 

gest changes of place to the audience? How much care does he take in this 
matter? 

8. What lines in the first scene point ahead to Everyman’s interview 


with Goods? 

9. Has the author succeeded at all in universalizing Fellowship? That 
is, in giving him qualities which we of a later generation find entirely 
/recognizable? Are there any familiar idioms here (as well as elsewhere in 
the play)? 

xo. Is there anything ironic in the fact that Fellowship exclaims "in 
faith” in 1. 232 and again “in good faith” in 1. 280? 

11. What do we learn about Fellowship from the fact that he says finally 
that he would not go with Everyman even if he were given a new gown 
(1. 292)? 
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3 . Plautus, The Twin Menaechmi 

W E turn next to one of the best-known Roman come- 
dies, Plautus’s Menaechmi, the date of which is in 
the neighborhood of 200 B c. Here the student will 
recognize the basic plot of Shakespeare’s Comedy of Errors. In Plautus’s 
play we find in practically pure form the simple comic type known as farce. 
As the student reads, he may find it useful to observe the ways in which its 
effects differ from those of Lady Windermere's Fan. 


THE TWIN MENAECHMI 1 


DRAMATIS 

Brush (Peniculus), a parasite 

Menaechmus I, a young man of Epi- 
damnus 

Erotium, a courtesan 

Cylindrus, cook of Erotium 

Menaechmus II (Sosicles), a young 
man of Syracuse 

Messenio, slave of Menaechmus II 

Maid of Erotium 

PROLOGUE 

Nor first and above all, spectators, I’m 
bringing a few 

Of the best of good wishes to me — and 
then also to you, 

I’m bringing you Plautus — by mouth, 
of course, not in person, 

And therefore I pray you receive him 
with kindliest ears 

To the argument gird up your minds, as 
I babble my verse, 5 

And I shall explain it — in briefest of 
terms, have no fears 
And this is the thing that poets do in 
their plays 

The action has all taken place in Athens, 
the} say, 


PERSONAS 

Wife of Menaechmus I 

Father, an old man, father-in-law of 

Menaechmus I 
A Doctor 
Slaves 

CScene A Street in Epidamnus in 
front of the houses of Menaechmus I 
and Erotium ] 

That the setting will seem to be Greek 
to you all the more. 

But from me you’ll hear the truth — 
where it actually happened ic 

The plot of the play, to be sure, is Greek 
but not 

Of the Attic variety, Sicilian, rather. 
I’ve given you now of the argumen- 
merely the preface, 

And next the plot I’ll generously pour ou 
Not merely by peck or bushel, but b; 

the whole barn, 1 

So kindly a nature I have for telling th 
plot 

Now, an old merchant was living 11 
Syracuse city, 

And he by some chance had a couple o 
twin sons — yes, two of ’em — 


'Reprinted by permission of Random House, Inc The translation is bv Tdv'ard C 
We s*- and Richard W. Hyde Acts II and V, by Wtist, Acts I, III, and IV, by Hyde 
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And they looked so alike that the nurse 
couldn’t tell (more’s the pity) 
Which one she gave suck to, no more 
could their mother, for whom 20 
The nurse was called in, no, not even 
their mother who’d borne ’em 
Much later, the boys being now about 
se\ en years old. 

Their father filled up a big ship with a 
lot of his goods 

And, putting one twin in safekeeping 
with them in the hold, 

Betook himself off to Tarentum to 
>«. market, to turn ’em 25 

To cash, and the other twin stayed at 
home with his mother 
When they got there, Tarentum was 
holding some games, as it !np 
pened, 

And people were flocking to town, as 
they do for the games 
The little boy strayed from his father 
among all the crowds, 

The lost was soon found by a rich Epi- 
> damnian merchant 3° 

| Who seized him and took him off home 
But the father 

Was sadly dejected at heart at the loss 
of the boy, 

And only a little while later he died of 
despair 

Syracuse at last heard the bad neivs that 
the father was dead 

And that someone had stolen the twin 
v who had wandered away 35 

J So the grandfather changed the remain- 
ing twin’s name then and there, 
Since the other had been so beloved — 
the one stolen away 
The other one’s name he bestowed on 
the twin safe at home, 

And called him Menaechmus, the same 
as the one I have said 
(The grandfather’s name was Menaech- 
' mus too, it so happened, 4° 

And with ease I remember the name, as 
they called it aloud 

And lest you get muddled, both twins 
now have the same name 
But now on the poet’s rude feet I 
must seek Epidamus. 


To speed on my tale Should anyone 
wish to have business 
Transacted there, let him be bold and 
speak forth and giv e me 45 

The money with which I may carry out 
all his commands 

But unless the money’s forthcoming, 
he’s wasting his time. 

And he’s wasting his time even more, 
should the money be given 
And while standing still I’ve returned to 
my point of departure 
The old merchant I told you about, 
who kidnapped the boy, 30 

Had no children whatever, unless you 
should count all his money 2 
He adopted the stolen young twin as his 
son, and to him 

Gave a wife and a dowry, and made him 
his heir when he died 
For, wandering into the country not far 
from the town, the 

Epidamman stepped in a freshet, where 
torrents of rain 5S 

Had been falling, the current caught 
quickly the kidnapper’s feet 
And carried him off to the place where 
he’ll get his deserts 

So from him the young man inherits a 
plentiful fortune, 

And this is the house where the rich 
kidnapped twin is now dwelling 
The other twin, living in Syracuse, 
comes with his slave 60 

To find his own twin brother here, for 
whom he’s been searching 
While the play’s being acted, the town’s 
1: pid minus, you see, 

When another play comes, ’twill turn 
into some other town 
And then the families in the houses will 
change, 

The inhabitant is now a pander, and 
now a youth, 65 

Or a pauper, a beggar, a parasite, or a 
prophet 

2 There was apparently a jest here in the 
Greek original (which lies behind Plautus’ 
Latin adaptation) The Greek word tokos 
means both “children" and “interest on 

m+u. „ 
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Menatchmus /• 

ACT ONE SCENE I If you were not 

Stubborn, bad, 

[Enter Brush, who addresses audit net J Stupid and a 

Brush My nickname's Brush, be- 5 Little mad, 
cause w hen I eat I sw eep the table clean What your husband hates, you’d see 

People who keep prisoners in chains and And behave accordingly 

put shackles on runaw ly slaves do a Act the way you have today 

very foolish thing, if you ask me You And back you go to dad to stay 

see, if \ou add insult to injury, a poor 10 If I say I’m going out, 


fellow will want ill the more to escape 
and go wrong He’ll get out of his chains 
somehow, you c in be sure — file away a 
link, or knock out a nail with a stone 
That way’s no good If you really want 15 
to keep somebody so he won’t get away, 
you’d better tie him with food and drink 
hitch his beak to a full dinnerpail Give 


You’re on hand to ask about 
Where I’m going, 

What to do, 

Wh it’s my business, 

What’s for you 
I can’t get out anywhere 
But you want me to declare 
All I’v e done and all I do 
Customs officer — that’s you' 


him all he wants to eat and drink every Customs officer — that’s you' 
day, and he’ll nev er try to run away, not 20 I’v e handled you with too much care; 
even if he’s committed murder The Listen what I’m going to do 


bonds of food and drink are v ery elastic, 
you know the more you stretch them, 
the tighter they hold you [Going to- 
wards the h nise of Menaechmus 1 ] Now 25 
take me — I’m on my way over to Me- 
naechmus’, where I’ve been doing a long 
stretch. I’m giving myself up to let him 
bind me He doesn’t only feed you, you 


hood I give you, 

Maids, indeed, 

Money, dresses — 

All you need, 

Now y ou’ll keep your spying eyes 
Oft vour husband, if you’re wise 
Mid furthermore I’ll see that you don’t 
have your watching for nothing I’m 


see he builds you up and makes a new 30 going to get even with you and take a 
man of you There’s no better doctor woman out to dinner somewhere 
alive Just to show you whit sort of Brush [Aside J T he fellow pretends 
fellow he is — he has wonderful meals, he’s cursing his wife, but he’s really 

regular Ihanksgivmg dinners he builds cursing me It’s me he hurts if he eats 

up such skyscrapers of dishes you have 35 out, not his wife 

to stand on your couch if you want to Mtnatchmus I Gosh' At last I’ve 
get anything off the top But it’s quite scolded my wife away from th“ door [To 
a few d lys since I’ve been over there the audit nee J Where are all you philan- 
I’ve been kept at home with my dear dering husbands? What are you waiting 
ones — I don’t eat or buy anything but 40 for? Come on up and congratulate me 
what it’s very dear But now my army and reward me for the good hght I’ve 
of dear ones is deserting, and so I’m put up — I’ve just stolen this dress from 

going to see him [lie approaches the my wife in there and I’m taking it to 

door] But the door’s opening There’s my mistress This is a fine w ay to cheat 

Menaechmus — he’s coming out [IVilh- 45 this clever guardian of mine An evcel- 
drajjs ] lent job, an honest job, an elegant job, 

ACI ONE SCENE II a workmanlike job' I risked my life and 

robbed my wife, and the thing’s going 
[Enter Menaechmus I from his house, to be a total loss But I got the spoils 

wearing a dress of his wife’s under his own 50 from the enemy and didn’t lose a 
cloak He calls back to his zmje inside ] man 
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Brush' [Accosting him . ] Hey, young 
fellow, is any of that stuff for me 1 

Menaechmus I: It’s all oxer. 1 \ e fal- 
len into a trap. 

Brush: Oh no, sir, just into protective 
custody. Don’t be alarmed. 

Menaechmus I: Who are you? 

Brush: Myself. 

Menatdmus I: [Turning.'] Why, you 


Menaechmus I: What do you say we 
find a place away from my wife where 
we can ha\ e a funeral — and then we 
burn up the day? 

Brush: [Enthusiastically.] Wonder- 
ful! Let’s get going. How soon do I 
light the pyre? The day’s already dead 
up to the waist. 

Menaechmus I: You’ll wait if you in- 


sight for sore eyes, you chance that 10 terrupt me. 
comes once in a lifetime! Good morn- Brush: Knock my eye out, Menaech- 
ing. mus, if I say a word except when you 

Brush: Good morning. tell me. 

_ Menaechmus I: What are you do- Menaechmus I: Come over here away 


15 from the door. 


boldly 


mgr 

Brush: I’m shaking hands with my Brush: Sure, 
best friend. Menaechmus I: Farther still. 

Menaechmus I: You couldn’t have Brush: All right, 
come at a better time than this. Menaechmus I: Now come 

Brush: That’s just like me: I’m quite 20 aw ay from the lion’s den. 
an expert on opportune moments. Brush: Say there, I’ve got an idea 

Menaechmus 1 : Want to see some- you’d make a good racing driver, 
thing gorgeous? Menaechmus I: How come? 

Brush: What cook cooked it? I’ll Brush: Well, you’re always looking 
know if he slipped up when I see what’s 25 back to see that your wife isn’t following 
left. you. 

Menaechmus I: Say, did you ever see Menaechmus I: But what do you 
the painting on the temple wall where say — 

the eagle steals Ganymede, or where Brush: What do I say? Why, any- 


Venus gets away with Adonis? 

Brush: Plenty of times. But what 
have those pictures got to do with me ? 

Menaechmus I: [Revealing the dress.] 
Take a look at me. Do I look like them 
at all? 


30 thing you want, my friend. 

Menaechmus I: I wonder if you could 
make a guess from the odor of a thing if 
you smelt it. 

Brush: . . ? if you got the whole 
35 staff. 


j Brush: What’s that outfit you’re Menaechmus I: Well, take a sniff of 
■ wearing? this dress I’ve got. How does it smell? 

Menaechmus I: Say I’m a clever Don’t hang back, 
fellow. Brush: You ought to smell the top of 

Brush. When do we eat? 40 a woman’s dress; the smell down there 

Menaechmus I. You just say what I is awful. 


tell you. 

Brush. All right. “Clever Fellow.” 

/ Menaechmus I: Can’t you add any- 
f thing of your own ? 

Brush: Well — life of the party. 

Menaechmus I: Go on, go on. 

Brush: I certainly will not go on un- 
less I know what I’m going to get out of 
it. You’ve had a quarrel with your wife 50 
and I’m staying on the safe side. 


Menaechmus I: Then smell here, 
Brush. How dainty you are! 

Brush: This is better. 

45 Menaechmus I: How about it? What 
does it smell like? Tell me. 

Brush: A nioocher, a mistress, and a 
meal! . . - 1 

Menaechmus I: Now I’ll take this to 


1 There is a short lacuna in the text here. 
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my lady Erotium here, and I'll order 
dinner for all three of us. 

Brush: Swell! 

Menaechmus I: After that we’ll drink 
right through till daylight tomorrow. 

Brush: Swell! You’ve said a mouth- 
ful. Do I knock now? 

Menaechmus I: Go ahead. Or wait a 
minute. 

Brush: Oh, you’re holding up our 1 
drinking a mile. 

Menaechmus I: Knock softly. 

Brush: I suppose you’re afraid the 
door is made of Samian ware. 

Menaechmus I: Wait, for heaven’s i 
sake, wait! Look. She’s coming out her- 
self. Do you see how dim the sun is com- 
pared to the splendour of her beauty? 

ACT ONE. SCENE III 

Q Enter Erotium from her house.} 

Erotium: Good morning, Menaech- 
mus, my sweet. 

Brush: How about me? 

Erotium: You don’t count with me. 

Brush: That’s what usually happens 
to the reserves in an army. 

Menaechmus I: I’d like you to do 
something for him and me over at your 
house — get ready a battle. 

Erotium: It shall be done. 

Menaechmus 1: And we’ll both drink 


him, you’d have bitten his nose off with 
kisses. 

Menaechmus I: Hold this, Brush. 
[Handing him his cloak.'} I want to make 
5 the offering I have vowed. 

Brush: Let’s have it. But please, 
dance with that dress on like that. 

Menaechmus I: Me dance? You’re as 
crazy as they come. 

o Brush: Maybe you’re the crazy one. 
But if you won’t dance, take the thing 
off. 

Menaechmus I: [. Removing dress.} I 
took a big chance stealing this — bigger 
5 than Hercules did, I guess, when he 
stole Hippolyta’s girdle. [. Handing the 
dress to Erotium.} Here, my dear. You’re 
the only one who really understand.! 
me. 

o Erotium: That’s how true lovers 
should feel. 

Brush: [Aside.} At least ones who are 
on their way to the poorhouse. 

Menaechmus I: That cost me four 
5 minae last year when I bought it for my 
wife. 

Brush: [Aside.} Four minae gone to 
the devil, when you add up your ac- 
counts. 

Menaechmus I: Do you know what I 
want you to do? 

Erotium: Tell me; I’ll do anything 
you wish. 

Menaechmus I: Then have a dinner 


in this battle, and which is the better 35 for the three of us at your house. And 
battler will be found by the bottle. get some fine food at the market — 
You’re head of the army, and you’ll de- The son of a glandule of pork, 
cide which of us — you’ll spend the night The son of a fattened ham, 

with. O my heart’s delight, how I de- Or the jowl of a hog — 
test my wife when I set my eyes on 40 Some food of that sort 
you! Which set on the table 

Erotium: [Noticing the dress.} Still, Will tickle my palate 
you can’t keep from wearing her clothes. And give me the gorge of a kite. 
What’s this? And hurry up. 

Menaechmus I: Your dress and my 45 Erotium: Very well, 
wife’s undress, rosebud. Menaechmus I: We’ll go on down- 

Erotium: You’re an easy winner over town, but we’ll be back soon. While the 
all the others who possess me. dinner’s being cooked, we’ll pass the 

Brush: [Aside.} The woman flatters time drinking, 
him as long as she sees what he’s stolen. 50 Erotium: Come whenever you wish: 
[To Erotium.} Now, if you really loved everything will be ready. 
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Menaechmus I; Hurry now. [To Messenio: Is this search ever going 
Brush.'] You follow me. to end? It’s six years now that we’ve 

Brush: I’ll watch you and follow you, spent on it. We’ve seen ’em all — Istri- 

all right. I wouldn’t lose you for all the ans, Iberians, the people of Marseilles, 

wealth of heaven. [Menaechmus and 5 Illyrians, the whole Adriatic, all ot 
Brush depart.] Magna Graecia, the whole Italian sea- 

Erotium: [To those inside ,] You in coast. If you’d been hunting for a needle 

there, call out my cook Cylindrus at you’d have found it long ago, if there 

once. had been one. We’re looking for a dead 

10 man among the living; if he were alive 

ACT ONE. SCENE IV you ’ d have found him lon S ago. 

Menaechmus II: If I can find some- 


1 


[Enter Cylindrus.] 

» Erotium: Take a basket and some 
money. Here are three nummi. 
Cylindrus: Yes, ma’am. 

Erotium: Go and get some provisions. 
See that there's enough for three, not 
too little and not too much. 

Cylindrus: What kind of people will 
they be? 

Erotium: Menaechmus and his para- 
site and I. 

Cylindrus: That makes ten, then, be- 
cause a parasite does as well as eight 
ordinary men. 

Erotium: I’ve told you the guests; 
take care of the rest. 

Cylindrus: All right. Everything’s 
done. Tell them dinner is served. 

Erotium: Hurry back. [jS/ir goes into 
her house.] 

Cylindrus: I’m practically back now. 
[Cylindrus departs.] 

ACT TWO. SCENE I 


body who can prove that, who can say 
he knows for certain that my brother is 
15 dead, then I shall seek no further. But 
otherwise I shall go on as long as I live; 
I know how dear he is to my heart. 

Messenio: Y ou might as well try to 
find a knot in a bulrush. Let’s clear out 
20 of here and go home. Or are we going 
to write a book — “Our Trip around the 
World”? 

Menaechmus II: You do what you’re 
told, take what’s given you, and keep 
25 out of trouble. Don’t annoy me. I’m 
running this, not you. 

Messenio: [Aside.] Hm-m, that puts 
me in my place all right. Neat, complete; 
it can’t be beat. But just the same, here 
30 1 go again. [Aloud.] Look at our purse, 
Menaechmus; our money is feeling the 
heat: it’s getting as thin as a summer 
shirt. If you don’t go home, you’ll be 
hunting for that blessed brother of yours 
35 without a cent to bless yourself with. 
That’s what Epidamnus is like, full of 
rakes and tremendous drinkers; a lot of 


/ 


[Enter Menaechmus II, and his slave 
Messenio carrying a bag, followed by +0 
sailors with luggage.] 

Menaechmus II: I think, Messenio, 
that there is no greater joy for sea 
travellers than sighting land. 


swindlers and spongers live here, and 
everybody knows their women are the 
most seductive in the whole world. 
That’s why the place is called Epi- 
damnus; scarcely anybody can come 
here without getting damned. 

Menaechmus II: I’ll take care of that: 


Messenio: Yes, but it’s still better if 45 just hand the purse over to me. 


it’s your own land. Why, I ask you, have 
we come here — why Epidamnus? We 
might as well be the ocean: we never 
miss a single island. 

Menaechmus II: £Sadiy.] We are 
searching for my twin brother. 


Messenio : What for? 

Menaechmus II: What you say makes 
me worried — about you. 

Messenio: Makes you worried? 
Menaechmus II: That you may get 
yourself damned in Epidamnus. You are 
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very fond of the ladies, Messenio, and I 
have a bad temper and lose it very 
easily. So if I have the money, you get 
double protection : your foot doesn’t slip, 
and my temper doesn’t either. 

Messenio: (j Handing it over.'] Take it, 
keep it; it’s all right with me. 

ACT TWO. SCENE II i 

[Enter Cylindnts the cook, with his 
market-basket I] 

Cylindnts: [To himself.] I’ve done a 
good job of marketing — just what I like i 
myself. I’ll give the company a fine 
dinner. — Glory, there’s Menaechmus! 
Now I’m in for it! Here are the guests at 
the door before I’m back from the 
market. I’ll go up and speak to him. 2 
[To Menaechmus II.] Good day, Me- 
naechmus. 

Menaechmus II: Why, thank you. 
[To Messenio.] He seems to know my 
name. Who is he? 2 

Messenio: I don’t know. 

Cylindnts: Where are the other 
guests? 

Menaechmus II: What guests? 

Cylindnts: [Grinning.] Your parasite. 3 

Menaechviuse II: [To Messenio.] My 
parasite? The man’s crazy. 

Messenio: Didn’t I tell you there were 
a lot of swindlers here? 


crazy, what’s-your-name, to be bother- 
ing a perfect stranger like me. 

Cylindnts: “What’s-your-name”! 

Don’t you remember me? I’m Cylindrus. 

5 Menaechmus II: The devil take you, 1 
whether your name is Cylinder or 
Colander. I don’t know you, and I don’t 
want to. 

Cylindrus: [Persisting.] Your name 
ois Menaechmus. 

Menaechmus II: You’re in your right 
mind w T hen you call me by name, any- 
way. But where did you ever see me 
before? 

S Cylindrus: Where did I ever see you 
before — when my mistress, Erotium, is 
your mistress? 

Menaechmus II: Confound it, she’s 
not my mistress, and I don’t know yoj, 
a either. 

Cylindrus: All the drinks I’ve poured 
for you in the house here, and you don’t 
know me? 

Messenio: I wish I had something to 
3 break his head with. 

Menaechmus II: You pour my drinks 
for me, do you? When I’ve never set 
foot in Epidamnus before today and 
never even seen the place? 
o Cylindrus: You deny it? 

Menaechmus II: Of course I deny it. 

Cylindrus: Don’t you live in that 
house over there? 

Menaechmus II: The devil take the 


Menaechmus II: [To Cylindrus.] 3s people that do ! 

What do you mean “my parasite,” Cylindrus: [Aside.] If he curses him- 
young man? self like this, he’s crazy. [Aloud.] 

Cylindrus: Why, “Brush.” Menaechmus! 

Messenio: [Peering into the bag.] Non- Menaechmus II: Well? 
sense, I have your brush safe right here 40 Cylindrus: If you ask me, you ought 
in the bag. to take that drachma you — promised me 

Cylindrus: You are a little early for a minute ago and order yourself a pig, 
dinner, Menaechmus; I’m just backfrom because your head isn’t on straight 
the market. either, you know, if you curse your own 

Menaechmus II: Tell me, young man: 45 seif, 
how much do pigs cost here? Grade A Menaechmus II: Confound your 
pigs, for sacrifice. cheek, you chatterbox! [Turns away.] 

Cylindrus: A drachma. Cylindrus: [Aside.] He likes to joke 

Menaechmus II: Well, here’s a with me like this. Always full of laughs 
drachma; go get yourself cured at my 50 — when his wife’s not there! [To Me- 
expense. Because you certainly must be naechmus II.] Well, sir — [No response.] 
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IPell, sir { [Menaechmus II turns.] Is hear the door opening. Let's see who 
this enough for the three of you — you, comes out. 

the parasite, and the lady— or shall I get Mesmiio: [Putting dozen the hag.'] I’ll 

some more? set this down then. You sailors, keep an 

Menaechmus II: What “ladies”? 5 eye on the luggage 
What “parasites”? 

Messenio: [To Cylindrus.] Here, 

n hat’s the matter with you? Why are ACT TWO. SCENE III 

you pestering the gentleman? 

Cylindrus: Who are you, and what’s 10 [Enter Erotium from her house.] 
it to you? I’m talking to him; he’s a Erotium: [To slaves within.] 
friend of mine. Go in, and do not close the door, 

Messcnio: You’re cracked, that’s cer- I want it left just so. 

r tain. See what there is to do inside 

Cylindrus: [To Menaechinns II.] I’ll 15 And do it all — now go. 
get these things into the pot right away. The couches must be spread, and per- 
so don’t wander off too far from the fumes burned : 

house. Anything else I can do for Neatness entices lovers, I have learned, 
you? Splendour to lovers’ loss, to our gain is 

Menaechmus II: Yes. Go to the devil. 20 turned. [Coming forward.] 

Cylindrus: Oh, better that you should But where is the man they said was be- 
— go inside and make yourself comfort- fore my door? 

able on your couch, while Vulcan is Ah, there he is; he’s been of use before; 
getting violent with the food. I’ll go in Yet is, as he deserves, my governor, 
and tell Erotium that you’re here. 1 25 I’ll go and speak to him myself. — My 
t know she’d rather take you in than make dear, 

you wait outside. [He goes into the house I am amazed to see you standing here; 
of Erotium.] My home is always yours when you 

Menaechmus II: Is he gone? Good, appear. 

Whew! I see there was a lot in what you 30 Now all you ordered is prepared, 
said. The doors are opened wide, 

Messenio: Yes, but look out. I think Your dinner’s cooked, and when you 
one of those fancy women lives here, j ust like 

as that crackpot said. Come take your place inside. 

. Menaechmus II: All the same, I won- 35 Menaechmus II: [To Messenio.] 
j der how he knew my name. Who’s this woman talking to? 

Messenio: Nothing strange in that; Erotium: To you! 
it’s just the way these women have. Menaechmus II: But why? We’ve 
They send their maids and slave-boys to never — 

the harbour; and if a foreign ship comes +0 Erotium: Because it is the will of 
in, they find out the name of the owner Venus that I exalt you above all others; 
and where he’s from, and then, bingo! and so I should, because you’re the one 
they fasten onto him and stick to him who keeps me blooming with your lov- 
. like glue. If he falls for it, they send him ing favours. 

/ home a ruined man. [Pointing to house 45 Menaechmus II: [To Messenio.] This 
of Erotium.] Now in that harbour rides woman is either insane or drunk, Mes- 
a pirate craft, of which we must beware, senio. Such language, to a perfect 
Menaechmus II: That’s good advice. stranger! 

Messenio: Yes, but it’s no good unless Messenio: [To Menaechmus II.] 
you take it. [The door starts to open.] 50 Didn’t I tell you that was the way here? 
Menaechmus II: Quiet a minute; I Why, these are just falling leaves; stay 
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here a couple of days, and there’ll be Erolium: Why do you make fun of 
trees falling on you. These women look me, and deny what you did? 
like pick-ups, but they’re not; they’re Alenaechmus II: Well, what did I do? 

just stick-ups. — Let me talk to her. [To Erotium: You gave me a dress of your 

Erotium .] Listen, lady — 5 wife’s today. 

Erotium: What? Alenaechmus II: I still deny it. I 

Alessenio: Where did you get so fa- haven’t got a wife and I never had one, 
miliar with the gentleman? and I never set foot in this house before. 

Erotium: In the same place where he I had dinner on the boat, came ashore, 
got so familiar with me — here, in Epi - 10 walked by here, and ran inro you. 
damnus. Erotium: [Frightened . ] Oh, my good- 

Alessenio: In Epidamnus? He never ness, what boat? 
set so much as his foot in the place until Alenaechmus II: 
today. A wooden boat — oft sprung, oft plugged, 

Erotium: Oh, what a ravishing sense 15 oft struck with maul, 
of humour! [To Alenaechmus II . 3 Me- And peg lies close by peg, as in a fur- 
naechmus dear, won’t you come in? We rier’s frame. 

can straighten this out so much better Erotium: Oh, please stop joking and 
inside. come in. 

Alenaechmus II: [To Alessenio.} And 20 Alenaechmus II: But madam, you are 
now she calls me by name too. What’s looking for somebody else, not me. 
going on here? Erotium: Do you think I don’t know 

Alessenio: [To Alenaechmus II!} She’s Menaechmus, son of Moschus, bom at 
got a whiff of that purse of yours. Syracuse in Sicily where Agathocles was 

Alenaechmus II: [To Alessenio!} 25 king, and then Phintia, and then Liparo, 
You’re probably right. Here, take it. who left it to Hiero, who is king now? 
[Hands him the purse . ] Now I’ll see Menaechmus II: That’s all correct, 
which she loves, me or the money. Alessenio: [To Alenaechmus II!} Good 

Erotium: Let’s go in to dinner. lord, the woman can’t be from there her- 

Alenaechmus II: You are very kind, 30 self, can she? She certainly has you 
but [backing away ] no, thank you. down pat. 

Erotium: But you just told me to fix a Alenaechmus II: [Weakening!} You 
dinner for you. know, I don’t see how I can refuse. [lie 

Alenaechmus II: I told you to? starts towards the door.} 

Erotium: Why, yes, for you and your 35 Alessenio: Don’t! If you go in there, 
parasite. you’re done for! 

Alenaechmus II: What parasite, con- Alenaechmus II: Be quiet. Things are 
found it? ['Io Alessenio!} She’s crazy. going nicely. Whatever she says, I’ll 
Erotium: Brush. agree to it, and see if I can pick up some 

Alenaechmus II: What is this brush 40 entertainment! [To Erotium!} I’ve had 
you all keep talking about? You mean a reason for contradicting you all this 
my shoe-brush? time: I was afraid this man would tell 

Erotium: No, of course I mean the my wife about the dress and the din- 
Brush who came with you when you ner. But now let’s go in, anytime you 
brought me the dress you had stolen 45 want. 

from your wife. Erotium: Are you going to wait for 

Alenaechmus II: What? I gave you a the parasite any longer? 
dress that I had stolen from my wife? Menaechmus II: No! I don’t give a 
You’re out of your mind! [To Messenio!} rap for him, and if he comes I don’t want 
Why, this woman dreams standing up, 50 him let in. 

like a horse. Erotium: That’s quite all right with 
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me. 13 ut there s something I wish you d 
do for me, will you? 

Menaechmus II: Anything; command 
me. 

Erotium: That dress you just gave 
me — take it to the place where they do 
that lovely gold embroidery and get 
them to fix it up and put on some new 
trimming. 

Menaechmus II: Splendid idea! And i 
that’ll keep my wife from recognising it, 
if she sees it on the street. 

Erotium: You can take it with you 
.when you go. 

Menaechmus II: I certainly will! i 

Erotium: Let’s go in. 

Menaechmus II: I’ll be right with you. 

I just want to speak to this man a min- 
ute. [ Erotium goes into her house.] Hi 
there, Messenio, come here. 2 

Messenio: What’s going on here? 
Come to your senses! 

Menaechmus II: What for! 

Messenio: Because — 

Menaechmus II: Oh, I know, don’t 2 
say it. 

Messenio: So much the worse. 

Menaechmus II: The booty is as good 
as in my hands right now; the siege has 
just begun! [Pointing ' to the sailors.] 31 
Come on , now, hustle} these men off to 
an inn somewhere, and then come back 


ACT THREE. SCENE I 

{Enter Brush from the forum.] 

5 Brush: {To himself.] Here I am over 
thirty years old, but I never got into a 
worse mess than I did today. I pushed 
into the middle of the assembly, like a 
darn fool, and while I was watching 
o things, Menaechmus sneaked away from 
me. He probably went off to his mistress 
and didn’t want to take me. — Damn the 
man who first got the idea of holding 
assemblies and taking up the time of 
5 busy men! Why couldn’t they pick peo- 
ple who aren’t tied up for this sort of 
thing, and then if they didn’t show up 
when the roll was called, they could pay 
a fine right off? There are plenty of 
o men who only eat once a day and never 
get asked out to dinner or ask anyone 
else in. They’re the ones who ought to 
have the job of sitting in assemblies and 
law courts. If things were run that way, 

5 1 wouldn’t have lost my dinner today. 
As sure as I’m alive, he would have 
given it to me. — I’ll go on, anyway. 
Maybe there’ll be something left, and 
just the idea makes my mouth water. 
of Enter Menaechmus II from Erotium s 
house, carrying the dress, very drunk.] 
But what’s this? There’s Menaechmus 


for me here before sunset. coming out with a wreath on. The din- 

Messenio: Master, you don’t know ner’s over, and I’ve come just in time to 
, what these women are! 35 take him home. I’ll see what lie’s up to, 

) Menaechmus II: None of that! If I do and then go and speak to him. [lie with- 
, anything foolish, it’s my loss, not yours. draws.] 

This woman is a silly fool. The way 

things look so far, there’s booty to be ACT THREE SCENE II 

had! [lie goes into the house of Ero- 40 

tium.] Menaechmus II. [To Erotium within.] 

Messenio: God help mel [Calling after Oh, can’t you keep quiet? I’ll have it 
Menaechmus II.] Sir! [To himself.] God nicely fixed for you, all right, and I’ll 
/help him, too! The pirate ship has got bring it back on time. I bet you won’t 
/the pinnace steered straight on the 45 recognise it, it’ll be so different, 
rocks! But I’m a fool to expect to con- Brush: [Aside I] He’s taking the dress 
trol my master. He bought me to obey to the embroiderer’s. He’s finished his 
him, not to give him orders. [To the dinner, drunk bis wine, and shut his 
sailors.] Come along you, so I can come parasite outside. I’ll get even for this 
back and pick him up in time. Orders is 50 trick, all right, or my name’s not Brush! 
orders! [They depart.] Just watch what’s coming to him! 
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Menatchmus II [ To himself J Gods 
abo\ e, did you ex er gix e more luck in a 
single dax to a man xxho didn’t expect it? 

I wined ind dined with the woman, and 
got axxax with this thing £11 dicati ig the 
dnss 2 , and she won’t e\cr see it again 
Brink I can’t hear what he’s saying 
from oxer here Is he full of food and 
talking about me and my dinner' 

Mtnaechmus II She said I stole this 1 
from my wife and gate it to her Ihe 
moment I saw she was wrong, I began 
to agree with her, as if we’d had some 
sort of de il \\ hatever the woman said, 

I said too \Miv waste words' I nexer 1 
had a better time at less expense 
Brink I’m going up to the felloxx 
I’m 'tching to smack him one 

Menaechmus II \\ lio’s this coming 
toxxards me? 21 


Menaechmus II I wouldn’t deny it if 
I did 

Brush You don’t know your ow>n 
parasite? 

5 Menaechmus II I think you’re not all 
there, young felloxx 

Brush Ansxx er me this did you steal 
that dress from your xxife tod ly and 
gix e it to Erotmm? 

o Menaechmus II Damn it, I haxen’t 
got any wife, and I didn’t gix c any dress 
to Erotium or steal one 

Brink Are \ou all there? £ I side ] 
This thing’s done for 1 [ 7 o Mniaech- 
5 mus II J Didn’t I see you come out of 
there with a dress on? 

Menatchmus II Go to the dexiP Do 
you think exerybodv is a rotter just be- 
cause you are? Do you mean to say that 
a I had a dress on? 


Brush W hat are you talking about, 
you feither-xx eight, vou scum, you 
crook, \ou disgrace to humanity, you 
sneak, x ou bum ? W hat did I ex er do to 
you th it xou should xxipe me out 5 So 25 
you sneaked aw ly from me downtoxxn a 
xxhile ago, did you? And xou had the 
funeral of the dinner xxhen I xxasn’t 
there 5 IIoxv did you haxe the nerxe, 
xxhen it xxas mine as much as it xxasjo 
yours ? 

Menaechmus II See here, young 
felloxx, xx hat’s the idea of going around ^ 
and insulting a perfect stranger like me? 
Are you an idiot' Or do you xxant to get 35 
beaten up for xour xxords? 

Brush Huh' After the beating you’x e 
already gix en me 1 

Menatchmus II Tell me, young fel- 
low, what’s your name? 40 

Brush Are you making fun of me too, 
as if you didn’t knoxv my name? 

Mmaechmus II Well, as far as I 
know, I nexer saw you or knew of you 
before today But let me tell you, xxho-45 
ex cr you are, if you want to do the right 
thing, don’t make a nuisance of yourself 
Brush Mtnaechmus, xxake up 1 
Menaechmus II Damn it, I am awake 
as far as I knoxv 5° 

Brush You don’t know me? 


Brush I do, all right 
Menaechmus II \\ hy don’t you go 
where you belong, or else get yourself 
punhed, you imbecile? 

Brush [T unous 3 By God, no one xvill 
exer stop me from telling your wife the 
xx hole business, just the x\ ly it hap- 
pened All your insults will come back 
on you I’ll see to it that you don’t get 
axxay xxith eating that dinner [lie goes 
into house of Menaechmus I ] 

Menaechmus II What’s the matter? 
Why is it that exeryone I meet makes 
fun of me? But I hear the door opening 


ACT THREE SCENE III I 

[Enter Maid, from house of Erotium 
with a bracelet in her hand ] 

Maid Menaechmus, Erotium says 
she would like to have you take this 
bracelet along to the jeweler’s She wants 
you to have an ounce of gold added to it\ 
and have it done oxer 

Menaechmus II Tell her I’ll tend to 
it and anything else she wants tended 
to, anything at all [He takes the brace- 
let 3 

Maid. Do you know what bracelet 
this is? 
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Menaechmus II: Only that it’s a gold 
one. 

Maid: It’s the one you said once you 
stole from your wife’s jewel-box. 

Menaechmus II: I never did. 5 

Mend: Come on, don’t you remember? 
Give the bracelet back if you don’t 
remember. 

Menaechmus II: Wait a minute. Why, 
of course I remember. It must be the 10 
one I gave her. That’s it. Where are the 
armlets I gave her with it? 

Maid: You never gave her any. 

Menaechmus II: Right you are; this 
was all I gave her. 

Maid: I’ll say you’ll tend to it, then ? 

Menaechmus II; Yes, it’ll be tended 
to. I’ll see that the dress and the bracelet 
are brought back together. 

Maid: [Coaxingly.] Please, Menaech- 
mus dear, give me some earrings. Have 
them made to weigh two nummi. Then 
I’ll be glad to see you when you come 
to see us. 

Menaechmus II; Surely. Give me the 25 
gold and I’ll pay for the work. 

Maid: Oh, please, you give the gold, 
and I’ll pay you back later. 

Menaechmus II: No, you give it. 


ACT FOUR. SCENE I 

[Enter Wife and Brush from house 0} 
Menaechmus /.] 

Wife: How can I put up with married 
life any longer? My husband sneaks off 
with anything there is in the house and 
carries it off to his mistress. 

Brush: Oh, keep quiet. I’ll show you 
how to catch him with the goods. He 
had on a wreath, he was reeling drunk, 
and he was taking the dress he stole 
from you today to the embroiderer’s. 

1 5 R ut look, there’s the wreath. Now will 
you believe me? See, this is the way he 
went, if you want to track him down. 
[Looking dozen the street.] Well, for 
heaven’s sake, there he is now, coming 
20 back. But he hasn’t got the dress. 

Wife: What’ll I do to him now? 

Brush: The same as usual — treat him 
rough. That’s my advice. Let’s get over 
here and hide from him. [They step aside.] 


ACT FOUR. SCENE II 

[Enter Menaechmus I from the forum.] 

Later I’ll pay you back double. 30 Menaechmus I: It’s a very silly fash- 

Maicl: I haven’t got any. ion and an awful nuisance, too, 

Menaechmus II: Well, when you get That all of us obey, especially the well- 
some, give it to me then. to-do. 

Maid: Anything else, sir? We want a lot of hangers-on, who may 

Menaechmus II: Tell her I’ll tend to 35 be good or bad: 

I the things, Qo himself, as the Maid goes Reputation doesn’t matter when there’s 

1 inside ] and sell ’em for all they’ll bring. money to be had. 

Has she gone in? Yes; the door’s shut. You may be poor and honest — as a fool 
The gods are certainly supporting and you’re sent away, 

supplying and sustaining me. But what 4° But if you’re rich and wicked, you’re a 
am I waiting for when I’ve got a good worthy protege, 

chance to get away from this woman’s The lawless man, who when he’s trusted 

place? Hurry up, Menaechmus. For- with a thing will swear 

Jwacd, march! I’ll take off this wreath He never saw it — that’s the man for 


) 


and throw it away towards the left; 4a whom we patrons care: 

then if they follow me, they’ll think The contentious man, the trickster, who 

I’ve gone that way. I’ll go and find my by means of perjury 

slave, if I can, and tell him myself about Or bribes supports a life of lawsuits, 

the luck the gods are giving me. [lie de- greed, and luxury. 

parts in the direction of the harbour.] 5° But the'patron has no holiday when law- 

days are decreed; 
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He must defend the guilty man and see Wife: That’s a fine thing to ask me! 

that he is freed. Menaechmus I: Do you want me to 

In just this way was I detained today by ask him, then? \_lle attempts to fondle 
one poor sinner, f f'ife!} 

And now I’ve missed my mistress, to say 5 Wife: Cut out the pawing! 

nothing of my dinner. Brush: Keep after him, ma’am! 

I spoke before the aediles to allay their Menaechmus I: Why are you angry 
just suspicions, at me? 

And proposed a set of intricate and tor-. Wife: You ought to know. 

tuous conditions 10 Brush: He does, the scum, but he’s 

Which, if we could have proved ’em, making out he doesn’t. 

would have surely won the case. Menaechmus I: What’s the matter? 

But then this brainless boob brought in Wife: A dress. 

a bondsman to the place! Menaechmus I: A dress? 

I’m sure I never saw a man more clearly 15 Wife: A dress that someone — 

caught than he: Brush: What are you shaking about? 

Three witnesses were there who swore Menaechmus I: I’m not shaking about 
to all his deviltry. anything. 

May heaven destroy the man who’s Brush: Only this: the dress does im- 
made a ruin so complete 20 press ! — Y ou would sneak away from me 

Of all my day — and me, who in the law- and eat dinner! [ To Wife."] Keep after 
courts set my feet! the fellow! 

As soon as it was possible, I came di- Menaechmus I: Won’t you shut up? 

rectly here. Brush: No, by George, I will not shut 

I’ve ordered dinner, and she’s waiting 25 up. [To Wife!} He’s shaking his head at 
for me; yet I fear me to shut up. 

She’s mad at me now. Menaechmus I: I am not, or winking 

But the dress ought to move her either. 

That I stole from my wife Wife: Oh dear, I am an unhappy 

And took to my lover. 30 woman! 

Brush: [ Aside to Wife!} What have Menaechmus I: Why unhappy? Tell 
you got to say now? me about it. 

Wife: I’m blessed with a bad mar- Brush: What a nerve! Why, he won’t 
riage and a bad husband. admit a thing is so when you can see 

Brush: Do you hear what he’s saying 35 it is. 
all right? Menaechmus I: By Jupiter and all the 

Wife: I should say so. gods (Is that enough for you, dear?) I 

Menaechmus I: Now the best thing swear I didn’t shake my head at 
for me to do is to go in here where I can him. 

have a good time. \_IIe starts towards 40 Brush: She’ll believe you about that. 
Erotium’s door, but Brush stops him!} Now get back to business. 

Brush: Just. a minute. You’ll have a Menaechmus I: What business? 
bad time first. Brush: Oh, maybe the embroiderer’s. 

Wife: You’ll pay interest on what you And give back the dress, 
stole, I promise you. 45 Menaechmus I: What dress are you 

Brush: Now he’s getting it. talking about? 

Wife: So you thought you could get Brush: Oh, I give up! He can’t even 
away with all that crooked business, did remember his own afFairs. 
you? Menaechmus I: [ 7 o Wife!} Has one 

Menaechmus I: What’s the matter, 50 of the slaves been cutting up? Are the 
dear? maids or the menservants answering 
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back? Tell me. They won’t get away 
with it. —f • t ■ 

Wife: Nonsense! 

Menaechmus I: She’s really mad. I 
don’t like this much — 

Wife: Nonsense! > ' 

Menaechmus I: You ijiust be angry 
with one of the servants. 

Wife: Nonsense! 

Menaechmus I. 
with me, then ? 


EkZECIfi 
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Wife: As if you didn’t know! A dress 
has been stolen from me out of the house. 

Menaechmus I; A dress has been 
stolen from you? 

Wife: Are you asking me? 
Menaechmus I: Well, I certainly 
wouldn’t be asking you if I knew. 

Brush: Look at the man! What a 
snake in the grass! You can’t hide any- 
Well, are you angry 10 thing; she knows the whole story. I 
spillede very thing, all right. 


Wife: Now that’s not nonsense. 
Menaechmus I: What the devil! 


^Lhiatxhmus 
matter? 


I: £ To Wife.] What’s 



haven’t done anything. 

' Wife: More nonsense again ! i 
Menaechmus I: Tell me, 
what’s upsetting you? . 

Brush: Apple-sauce! W 
Menaechmus I: Can’t you quit bother- 
ing me? Do you think I’m talking to 20 s' 
you ? [fife goes to Wife.] 

Wife: Take away your hand 
Brush: Now you’re getting it. Go and 


Wife: Well, since you’re not ashamed 
15 and won’t own up yourself, listen and 
learn. I’ll explain what I’m angry about 
and what he told me. A dress has been 
^stolen from me out of the house. 

Menaechmus I: A dress has been 
len from me? 

Brush: [To Wife.] See how the fel- 
w’s trying to catch you. [To Menaech- 
s I.] It was Stolen from her, not from 


eat dinner without me, will you? Then yofy. Now if it had really been stolen 
come out drunk, with a wreath on your 25 from you — it "wouldn't be all right, 
head, and make fun of me in front of the Menaechm usf'J: I’m not dealing with 
house, will you? youl [To Wife.] What have you got to 

Menaechmus I: What the dejril! I say, madam ? 
haven’t had dinner or set foot in that Wife: A dress, I tell you, is gone from 
house today. 30 the house. 


Brush: Do you mean to say that? 

Menaechmus I: I certainly do. 

Brush: This fellow’s the worst yet. 
Didn’t I just see you standing here in 
front of the house with a wreath on? 33 
You said I wasn’t all there and you 
didn’t know me and you were a for- 
eigner. 

Menaechmus I: See here, since I left 
you, I haven’t been home until just now. 4.0 

Brush: Oh, I know you. You didn’t 
think I had any way of getting even 
with you. All right for you — I’ve told 
.everything to your wife. 


Menaechmus j: Who stole it? 

Wife: I expect the person who stole it 
knows that. / 

MenaechmuJ 1 : Who is this person? 

Wife: Somebody named Menaechmus. 

Menaechmus I: It’s a dirty trick. But 
who is this Menaechmus? 

Wife: You, I tell you. 

Menaechmus I: Me? 

Wife: Yes, you. 

Menaechmus I: Who says so? 

Wife: I do. 

Brush: So do I. And you took the 
thing over to yout friend Erotium. 


f Menaechmus I: What did you tell her? 45 Menaechmus I: What? I gave it to 
’ Brush: I don’t know; ask her yourself. her? 

Menaechmus I: [To Wife .] ] What’s Wife: Yes, you, you, I say. 

the matter, dear? What stories has he Brush: Do you want us to get an owl 

been telling you? What is it? Why don’t to keep on saying, “You, you!” to you? 
you say something? Why don’t you tell 50 We’re getting tired, you see. 
me what’s the matter? Menaechmus I: By Jupiter and all the 
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gods (Is that enough for you, my dear?) you know what I’ve come to see you 
1 swear I didn’t give - for? 

Brush: All right, and we swear we’re Erotium: Why, of course: to enjoy 
not lying. yourself with me. 

Menaechmus I: But I didn’t give it to J Menaechmus I: No; it’s that dress I 
her; I only lent it. gave you this morning. Be a good girl 

Wife: Maybe you did, but I certainly and give it back to me. I’ll buy you any 
never lend your dress suit or your over- dress you want, twice as expensive, 
coat to anybody. It’s the wife’s business Erotium: Why, I just gave it to you to 
to lend her clothes, and the husband’s rotake to the embroiderer’s. I gave you 
to lend his. Now go and bring that dress the bracelet, you know, too, to take to 
back home. the jeweler’s to be done over. 

Menaechmus I: I’ll get it back. Menaechmus I: How could you have 

Wife: Well, you’d better. You won’t given me the dress and the bracelet? I 
get into this house again unless you 15 gave you the dress just a little while ago \ 
bring my dress with you. I’m going and went downtown, and this is the first 
home. time I’ve come back and seen you since 

Brush: What do I get for going to so then, 
much trouble for you? Erotium: Oh, I see your game. You’re 

Wife: You’ll be repaid when some- 20 trying to cheat me out of what I let you 
thing is stolen from your house. [S/ie take. 

goes inside."] Menaechmus I: No, no. I’m not ask- 

Brush: That’ll never happen; I ing for the dress to cheat you. I tell you, 

haven’t got anything at home to lose. my wife’s found out about it. 

Damn the husband and the wife, too! 3 S Erotium: [Angrily 7] And I didn’t ask 
I’ll go along downtown. I can see I’m you to give it to me in the first place, 

done with this family. [lie departs .] You brought it to me yourself, and you 

Menaechmus I: [To himself.] My wife gave it to me for a present. And now 
thinks she’s punished me by shutting you want it back. All right. Have the 
me out — as if I didn’t have a better 3° old thing. Take it. Wear it yourself, or 
place to go where they’d let me in. If let your wife wear it, or lock it up in a 

you don’t like me, that’s your hard luck; trunk if you want to. After today you 

Erotium here likes me. She won’t shut won’t set foot inside this house again — 

me out from her; she’ll shut me in uiith don’t fool yourself. You trifler with the 

her. Now I’ll go and ask her to give back 33 affections of an innocent woman! Unless 

that dress I gave her this morning. I’ll you bring me money, you haven’t got a j 
buy her a better one. [Knocking at chance to see me again. Now go and find [ 
Erotium’ s door.] Hey, there, where’s the some other poor girl you can deceive, 

doorman? Open the door, somebody, [S/ir goes into her house.] 

and call Erotium outside. 4° Menaechmus I: Say, she’s really mad 

this time. [Rushing to her door.] Hey 


ACT FOUR. SCENE III 

[Enter Erotium from her house.] 

Erotium: Who is asking for me? 
Menaechmus I: More of an enemy to 
himself than to your tender years. 
Erotium: Menaechmus, my love, why 


there, wait a minute, I tell you. Come 
back. Won’t you stay? Won’t you please 
come back for my sake? [To himself.] 
45 She’s gone in and closed the door. Now / 
I am the most shut out of men! They ' 
won't believe anything I say at home or 
at my mistress’s. I’ll go and see what 
my friends think I’d better do about 


are you standing out there? Come on in. jo this, [lie departs in the direction of the 
Menaechmus I: In just a minute. Do forum.] 
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ACT FIVE. SCENE I 

[Enter Menaechmus II along the street; 
he still has the dress . ] 

Menaechmus II: [To himself .] That 
was a fool thing 1 did a while ago, giving 
Messenio the purse with all my money 
in it. He’s landed himself in a clip-joint 


Menaechmus II; Get a divorce. As far 
as I care, you can stay single till hell 
freezes over. 

Wife: [Pointing to the dress. ] And a 
S minute ago you denied you stole this 
from me, and now you dangle it under 
my very nose. Haven’t you any shame? 

Menaechmus II: My God, woman, 
you certainly have an awful nerve. I 


somewhere, for suit. [Enter Wife from so didn’t steal this dress from you. An- 
ker house!} other woman gave it to me; she wanted 

Wife: [To herself.} I’ll just have a look me to get it made over for her. 
outside; that husband of mine should be Wife: That settles it! I’m going to 
back soon. Ah ha, there he is. And he’s send for my father and tell him howout- 
" bringing back the dress. That’s just i; rageously you behave. [Calls into the 
fine. house to a slave. ] Decio! Go find my 

Menaechmus II: [To himself.}! won- father and bring him here to me. Tell 
der where Messenio can be headed now. him it’s important! [To Menaechmus 
Wife: [To herself.} I’ll step up and II.} I’ll tell him how outrageous you are. 
give him the welcome he deserves. 20 Menaechmus II: Are you insane? 
[Nloud.} You scoundrel, how dare you What do vou mean, outrageous? 


come into my sight with that dress? 

Menaechmus II: Huh? What’s the 
matter, lady, seen a ghost? 

Wife: Impudence, how dare you : 
utter one single syllable? How dare you 
speak to me? 

Menaechmus II: Here, what have I 
done? Why shouldn’t I? 


Wife: Y’ou steal dresses and jewelry 
from your wife and take them to your 
mistress! And that’s not babbling, 
5 either! 

Menaechmus II: I wish you’d tell me 
some good medicine for me to take 
against that tongue of yours! I don’t 
know who you think I am, but I don’t 


Wife: You ask me! The cheek, the im- 30 know you from Hercules’ wife’s grand- 
pudence of the man! father. 

Menaechmus II: I suppose you know Wife: [Pointing down the street .] You 
why the the Greeks used to call Hecuba may make fun of me, but not of him — 
the bitch? my father! Here he comes. Look at him. 

Wife: No! 35 Do you know him ? 

’l Menaechmus II: Because she acted Menaechmus II: Oh yes, I remember 
, just like you: she showered abuse on meeting the two of you the same day I 
everybody in sight. That’s how she got met Methuselah, 
to be called the bitch — and she deserved Wife: You deny you know me? And 

it, too. 4° my father too? 

Wife: This is outrageous! I won’t Menaechmus II: And your grand- 
stand for it! No husband is worth it. It’s father too, if you want to drag him in. 
outrageous! Wife: You’re impossible and always 

/ Menaechmus II: What’s it to me? were. 
f You can’t stand marriage, you're go- 45 
ing to leave your husband — what is ACT FIVE. SCENE II 

it, the custom of the country to bab- 

ble this kind of nonsense to perfect *- J 

strangers? Father: As fast as my age will permit 

Wife: Babble? I won’t stand for this 50 and this business requires, I’m get- 

a minute longer. I’ll get a divorce. ting along, 
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But if some of you think, that it’s easy 
for me, very briefly I’ll prove that 
you’re wrong 

My body’s a burden, my nimbleness 
gone, and of strength 1’v e a notable 
lack. 

I'm quite overgrown with my years — oh, 
confounded old age is a curse on the 
back 1 

Why, if I were to tell all the terrible 
ev lls that age, when it comes, brings 
along, 

I’m certain as certain can be that past 
suitable limits I’d lengthen this 
song 

However, my mind is a little disturbed 
at this thing, for it seems a bit 
queer 

That my daughter should suddenly send 
to my house with directions for me 
to come here 

And how this affair is related to me, she 
has not let me know up to now , 

But I’m i good guesser, and I’m pretty 
sure that her husband and she’ve 
had a row 

That’s what usually happens when men 
are enslaved by their wives and 
must come when they call. 

And then it’s the wives who are mostly 
to blame, while the husbands aren’t 
guilty at all 

And yet there are bounds, which we all 
must observe, to the things that a 
wife can endure, 

And a woman won’t call in her father un- 
less the offence of her husband is sure 

But I think very soon the suspense will 
be over, and then I’ll know what is 
the matter — 

But look, there’s my daughter in front 
of the door, and her husband, he’s 
not looking at her 


It’s just as I suspected I’ll start with 
her 

II ift [7 o htrsilf ] I’ll go to meet 
him [/ lathtr 3 How do you do, father 
rather How d’ye do, how d’ye do 
Now wh it’s this how d’ye do? Why did 
/ou send for me? What are you so sad 


about? \I hy is he standing off from you 
angry? 1 he two of you hav e had a fight 
Tell me, which of you is in the wrong r 
But be brief about it no long speeches 
5 Jl ijt I haven’t done anything, not a 
thing, believe me But I can’t live here, 
I just can’t stand it Take me away’ 
Father Eh, vv hat’s this? 

Wife He makes a laughingstock of me 
ro rather Who does ? 

IV tfe I he man you entrusted me to— 
my husband 1 

rather Tch, tch, tch’ A squabble’ 
How many times hav e I told you not to 
i; come to me with your complaints, either 
of you? 

I Vi ft IIow can I help it, father? 
rather You ask me that’ 

Wife f Timidly ] \ es 
20 rather I’ve told you often enough — 
humour your husband, don’t always 
have your eye on what he’s doing, where 
he’s going, what he’s up to 

IV ift But he has a mistress, right next 
25 door’ 

lather Sensible man And the more 
you make of it, the more he’ll love her. 
No doubt of it 

IP ift And he drinks there too 
30 lather Suppose it’s there, suppose it’s 
somewhere else can you stop him? Con- 
found your impudence’ hy not forbid 
him to go out to dinner, or to have his 
friends in for a meal? Do you want 
3a husbands to be slaves? lou might as 
well give him piecework, and make him 
sit with the maids and card wool 

Wife Father, I brought you here to 
be my lawyer, not his, but now you’re 
40 arguing on his side instead of mine. 
rather If he’s been at fault in any 
way, I’ll be much harder on him that I 
was on you But he keeps you in clothes 
and jewelry, and gives you proper food 
45 and service, and so you oughtn’t to be 
so fussy about things, my girl 

JVift But he steals my jewelry and 
dresses right out of the house’ He takes 
all my nice things and sneaks them oft 
50 to his mistress’ 

I other If he’s up to that, he’s up to 
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no good; if he’s not up to that, you’re Wife: [ Frightened , to Father.] Look at 
up to no good; that would be slander. the green in his eyes! He’s getting green 

Wife: But, father, he has the dress in the face! See how his eyes glitter! 

this very minute, and the bracelet he Menaechmus II. [A side. 2 Fine! They 

took her, too; he’s bringing them back 5 say I’m crazy: I’ll pretend 1 am, and 

because I found out. scare them away! [He starts a mad- 

Falher: I must have his account of it scene.'] 
now. I'll speak to him. [To Menaech- Wife: See how he stretches and gapes! 
mits II.] Tell me, Menaechmus, what What shall I do, father? 
are you two quarreling for? What are 10 Father: Come o\er here, child; keep 
you so sad about? Why is she standing as far away from him as you can. 
off from you angry? Menaechmus II: Hola, hola, Bromius! 

Menaechmus II: [In legal style.] Old You call me to the forest, to the hunt? 

man, whoever you may be, by highest I hear; but I cannot leave this place: I 

, Jupiter and the gods I swear — 15 am beset upon the left by this rabid 

Father: Well sworn. But what? bitch-woman, and behind her is that 

Menaechmus II: — firstly, that I have stinking goat who ruins innocent citi- 

done no wrong to this your daughter who zens with perjury, 
accuses me of stealing and purloining Tailor.- Woe to your head! 
from her house this dress — 20 Menaechmus II: Lo! Apollo from his 

Wife: Perjury! oracle bids me burn her eyes out with 

Menaechmus II: — and secondly, if I flaming torches! 
have ever set my foot within the house Wife: Help, father! He’s threatening 
in which she lives, I pray that I may be to burn my eyes out! 
the most miserable of miserable men. 25 Menaechmus II: [Aside.] Ha, they 
' Father: That’s a fool’s prayer, if you think I’m crazy, but they’re the crazy 

deny you ever set foot in the house you ones, 

live in, you utter madman. Father: Psst! Daughter! 

Menaechm us II: Old man, do you say Wife: What? 

I live in that house? 30 Father: What shall we do? Suppose I 

Father: Do you deny it ? get some slaves. Y es, they can grab him 

Menaechmus II: I deny it and that’s and chain him up in the house before he 
the truth. raises any more commotion. 

Father: No, no, you deny it and it’s Menaechmus II: [Aside.] Caught! If 
, not the truth. Unless, of course, you’ve 35 I don’t work fast, they’ll have me 

j moved since yesterday. [To Wife.] carried into the house with them. 

Come here, daughter. Tell me, you [Aloud.] Yes, Apollo? I must punch her 

haven’t moved, have you? face in with my fists unless she gets the 

Wife: For goodness’ sake, what for, hell out of my sight? I’ll do your orders! 
and where to? 40 Father: Run home as fast as you can. 

Father: I don’t know. or he’ll smack you. 

Wife: He’s playing games with you. Wife: [Retreating to her house.] Please, 
Don’t you see? father, watch him, don’t let him get 

’ Father: Menaechmus, that’s enough away! That I should live to hear such 
1 joking. Now get down to business. 45 language! Poor me! [She goes into her 
Menaechmus II: [Hotly.] What busi- house.] 
ness have we got to get down to? Who Menaechmus II: [Aside.] I fixed her 
are you, anyway? You haven’t got any- all right! Now for the other one. [Aloud.] 
thing on me, and neither has that Now this dirty wretch, this bearded 
daughter of yours; and besides, she’s a 50 tremulous Tithonus, this son of Cycnus; 
first-class pest. you want me to take that staff he has 
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and beat him to pieces, joint from joint 
and bone from bone and limb from limb 5 
1 athc i [Ritnating~\ If \ou touch me 
or tome i step closer, there’ll be trouble 
Mtiiatd n u j II I’ll do vour orders 
I’ll take a double a\.e ind h lek this old 
fellow’s guts to mincemeat, down to 


for the doctor to be free He didn’t 
w int to lease his patients, I had a hard 
time peisuadmg him to come lie says 
he set a broken leg for Aesculapius and 
5 a broken arm for Apollo 1 Have I got a 
doctor, I wonder, or a joiner? Here he 
comes now Get along, you anti 


the s ery bone 

Tatht r 1 hen I must bew are and take 
care of m\ self 1 he w ly he threatens me, 10 
I’m afr nd he will do me harm 

lit n m chin us II New commands, 
Apollo I Now I am to yoke my wild un- 
go\ ermble horses and mount my char- 
iot, to trample down this stinking old is 
toothless lion' Now I stand in the 
chariot, now I have the reins, now the 
goad is in my hand Forward, my 
steeds I Ring out the clatter of your 
hoofs! I leet feet, speed swift with tire- 20 
less tumult’ 

rather Threaten me with a chariot 1 
Menaechmus II Another charge at 
him, Apollo, to the death' [Prt tending 
to hate a change of Jit ] But who is this 25 
who dngs me from the chariot by the 
hair? O edict of Apollo, thv command is 
maimed! [lie falls and is still ] 

rather [ 1 0 himsdf ] A violent and 
severe disease’ d The gods preserve 30 
us from the like See now, how strong he 
was a moment since, and now is mad 


ACT FIVE SCENE IV 
[Enter the Doctor ] 

Doctor Tell me, sir, wlnt did you say 
was his disease? Has he hallucinations, 
or madness? Pray inform me Has he 
the lethargy, or the subcutaneous hu- 
mours ? 

rather That’s what I brought you 
here for to tell me what’s wrong with 
him, and cure him 

Doctor Ah, that is quite simple He 
shall be cured, I promise you 

rather I w ant a careful treatment for 
him, spare no pains 

Doctor No pains shall be spared, why, 
I will spend at least si\ hundred sighs 
a day on it 

rather [Seeing Menaechmus 1 ap- 
proaching ] Here he comes himself Let’s 
watch him 

ACT FIVE SCENE V 


with sudden access of disease I’ll go 

and get a doctor, as fast as I can [He L Enter Menaechmus I, not seeing t e 

departs ] 3S others 3 

Menaechmus II [Rising 3 Are they Menaechmus I [To himself'] What a 
out of sight, I wonder, these people that day’ Everything going wrong, and get- 
make me pretend I’m crazy' I’d better ting me in wrong 1 I thought I was 
get back to the ship while the going is getting away with something, but that 
good [To the audienci ] Please, all of 40 parasite of mine has let it all out and 
you, if the old man comes back, don’t made a quaking criminal of me — the 
tell him which way I went [Ih departs smart alec, biting the hand that feeds 
Considerable time is supposed to elapse him Sure as I live, it’ll cost him his life. 
before tlu next scene 3 I’m a fool to call it his life though, it’s 

45 mine he lives on me and what I feed 
ACT FIVE SCENE III him Well then, I’ll cut his greedy 


[Enter Talker 3 

Tather I’ve got pains in my back and 


throat My mistress was just as bad, 
these girls are all alike When I asked foi 


pains in my eyes, waiting and watching so 1 Thls ls a „ the more amusl „ Ki smce both 


1 There is a short lacuna in the text here. Aesculapius and Apollo were gods of healing 
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the dress so I could tike it back to my I’ve paid my bills I [Losing ins temper ] 
wife, she pretended she’d given it to me Oh, the devil take you and all your 
already Ugh 1 I certainly leid a miser- questions I 

able life! Doctor [ To rather ] The madness is 

ratlitr [To Doctoi ] Can you hear 5 beginning You hear the way he talks, 
what he’s saying? be l ireful 

Doctor He says he is miserable Tatiur Why he’s talking like a per- 

Tathtr Go on up to him feet Nestor now, compared to the way 

Doctor [Complying ] Good afternoon, he was a little while ago Just i few mm- 
Menaechmus Tch, tch, why do you routes igo he called his wife a rabid bitch, 
leave your irm uncovered like that? Menaechmus I I said ehal? 

Don’t you know how bad that is for a latlur \ ou were raving, I say 

m in in your condition? Menace! mus I I was raving 1 ' 

Menaechmus I Go hang yourself 1 Talker \ts,you And you threatened 

[The Doctor retreats'] IS to run ov er me with a chariot Isiwyou, 

Tatiur Notice anything? I accuse you 

Doctor Notice anything! This case Menaechmus I [Tunous] And you 
will take an acre of hellebore , 1 at least? stoic a wreith out of the temple of 
[Returning to Menaechmus I] Now, Jupiter, I know, and you were thrown 
Menaechmus — aomto j ill for it, I know, and after you 

Menaechmus I Well? were let out of there you were strung up 

Doctor Just a few questions, please and whipped, I know, and you murdered 

Do you drink red wine or white wine? your f ither and sold your mother into 

Menaechmus I Why not ask about si iv ery , I know Right back at you with 
the bread I eat, if it’s purple, pink, or aj your dirty insults 1 I’m sane enough for 
scarlet 1. Or whether I eat scaly birds and that, all right 


feathered fish? 

Talker My goodness, hear the w ay he 
rav es' Hurry up and giv e him some med- 
icine before he goes completely crazy 3 ° 
Doctor Just a minute, I want to finish 
my questions 

T other You talk a man to death 
Doctor [/o Menaechmus I J ltll me, 
.are you ev er troubled with a hardening 35 
of the eyes? 


T other I or God’s sake, doctor, hurry? 
W h itev cr v ou’re going to do, do it. 
Don’t vou see the man is rav mg? 

Doctor The best thing for you to do 
is to h i\ e him taken to my house. 
latlur ^ ou think so? 

Doctoi Definitely Then I’ll have a 
free hand with his treatment 
Tathei Just as you like 
Doctor [Gloatingly, to Menaechmus I] 


Menaechmus I What, you idiot' Do I’ll have you drinking hellebore for 
you take me for a lobster? something like three weeks' 

Doctor Tell me this are you subject Menaechmus I [Saoageh J And I’ll 
to rumbling of the bowels — as far as you 4° have you strung up and j ibbed with ox- 
know? goads for a month' 

Menaechmus I After a good meal, no, Doctor [To Talker J Get some men to 
but if I’m hungry, then they do bring him there 

Doctor [Aside] Nothing crazy in that Tather How many? 

answer [To Menaechmus I J Do you 45 Doctor Judging by the extent of his 
sleep soundly all night? Do you fall madness, four, no less 
asleep readily on retiring? Tather They’ll be right here [Starts 

Menaechmus I I sleep like a log — if to go ] Watch him, doctor 

Doctor [Hurriedly J No, no, I must 
1 Hellebore was used by the ancients as a 5 ° E° back and get things ready Tell the 
remedy for insanity slaves to bring him to me 
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rather I’ll have him there right 
away 

Doctor I’m on my way [The Doctor 
hurries do r i n the street ] 

rather Good-bye [ The rather de- 
parts ] 

Mi iiatchm its I [ To himself] Father- 
in-law gone, doctor gone, now I’m alone 
Good God, why do these people say I’m 
crazy? All mj life I’v e nev er had a da} ’s i 
illness, I don’t lose mv head and pick, 
fights, or law -suits either I lead a 
normal life with normal people, I recog- 
nise rrv friends, ind talk, to them Must 
be that tln\’rt crazy, the ones that say i 
I am V hat do I do now 5 I want to go 
home, but mv wife won’t have it And I 
can’t get in here [lie points to the house 
of Crotunn] A nice situation 1 I’ll be 
stuck here forever 1 Well, maybe I’ll get 21 
in at home by nightfall 


can take the easy way if they want to, 
I’ll take the hard way I’ll keep out of 
trouble by worrying about being on the 
spot wherever my master needs me 
5 Slaves who worry while they’re out of 
trouble are the ones that serve their 
masters best because the ones who 
don’t worry then still hav e plenty to 
worry about when they’re in trouble, 
abut then the harm’s done But I don’t 
have to worry much — my master will 
reward me before long Beware of a 
beating, that’s my motto I’ve left the 
baggage and the slaves at an inn as he , 
5 ordered, and now I’m back to meet him 'j 
I’ll knock and let him know I’m here, 
in hopes I’m in time to get him safely 
out of this pirate lair But I’m afraid the . 
fight may be over already [lie goes 
oto card Erotium s dooi ] 


ACT FIVE SCENE M 
[Enter Messenio ] 

Messemo [To himself, not seeing 
Menaechmus I] 

It’s a proof of an excellent slav e, 

If, his master’s belongings to save, 

He’ll use as much care 
When his master’s not there 
As when master is watching the slave 

For his back and his shins he must fear, 
The demands of his stomach not hear, 
And the punishment know 
Of the slothful and slow — 

This servant whose conscience is clear 

There are beatings, and chains, and the 
mills, 

Hunger, weariness, terrible chills — 

The reward of the lazy, 

But since I’m not crazy 
I’m good, and avoid all these ills 

I can stand a tongue-lashing, but I don’t 
like a whip-lashing, and I’d rather eat 
the meal than turn the mill So I obey 
my master, it’s worth my while Others 


ACT FIVE SCENE VII 

2 . [Enter Father tilth Slaves Messenio 
withdra-cs to one side ] 

rather [To slaves ] Now by all that’s 
holy, don’t bungle your orders I repeat 
pick that man up and carry him to the 
30 doctor’s, or your shanks and sides will 
smart for it Pay no attention to his 
threats Why do you stand there? What 
are you waiting for? You should have 
had him up and off already I’m going 
35 to the doctor’s, I’ll be there when you 
come [He departs J 

Menaechmus I [rinding himself sur- 
rounded ] Good lord, what’s going on 
here? Why are these men making for 
40 me? What do you want? What are jou 
after? Why are you surrounding me? 
Why are you grabbing me? Where are 
you taking me? Murder 1 Help 1 Good 
folk of Epidamnus, help 1 Let me go 1 
45 Messenio Great heaven, what is this 
I see? A gang of strangers carrying oft 
my master* Shame* 

Menaechmus I Doesn’t anybody dare 
help me? 

50 Messenio I do master, I dare most 
daringly* [To the audience 1 
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Oh ! What an outrageous crime I see! Messenio: Then if you say I don’t be- 

Epidamnians, this man was free, long to you, let me go free. 

My master, when he came today; Menaechmus I: So far as I am con- 

And now they’re carrying him away, cerned, I declare you free to go any- 
While you’re at peace, by light of day! ; where you want. 

[To the Slaves . 2 Let go of him! Messenio: My Patron! “Congratula- 

Menaechmus I: I implore you, tions on your freedom, Messenio.” 
stranger, help me! Make them stop this “Thank you.” But please, Patron, I’m 
criminal outrage! still at your service just as much as 

Messenio.' You bet I will! I’ll be your 10 when I was your slave. I’ll live with you 
helper, your defender, your ally! I won’t and go with you when you go back home, 
let them murder you; better me than Menaechmus I: [To himself. I guess 
you. That one who has you by the not! 

shoulder, gouge out his eye. I’ll garden Messenio: I’ll go to the inn now and 
up these fellows’ faces and plant my 1 5 get your baggage and the money. The 
fists there. [ General scuffle .] Try to kid- purse and the passage-money are sealed 
nap him, would you? This is what you up safely in your bag. I’ll have it all here 
. get for it! Hands off him! right away. 

Menaechmus l: I’ve got him by the eye. Menaechmus I: Do, by all means. 
Messenio: Gouge it out! [ To Slave si] 20 Messenio: I’ll give it back to you all 
Villains! Robbers! Bandits! safe, just as you gave it to me. Wait for 

Slaves: Murder! Stop, for God’s sake! me here, [lie departs .] 

Messenio: Then let go of him! [ The Menaechmus I: [To himself. ] A lot of 

Slaves drop Menaechmus /.] strange things have certainly been hap- 

Menaechmus I: Take your hands off 25 pcning to me today in strange ways, 
me! [To Messenio .] Keep on hoeing with People denying that I am I, and locking 
those fists. me out of the house; and then this fellow 

Messenio: Go, beat it! Get the devil saying he was my slave, and I set him 

out of here! Here’s a prize for you, for free; and now he says he’ll bring me a 

being the last to go! [The Slaves run off 7 ] 30 bag of money. If he does, I’ll tell him 
I mapped out those faces pretty well, I he’s free to go wherever he wants, so 

think! Well, master, I got here just in that when he comes to his senses he 

time, didn’t I? won’t try to get the money back. And 

Menaechmus I: May heaven reward my father-in-law and the doctor saying 
you, young man. If it hadn’t been for 35 I was insane! Heavens knows what it all 
you, i’d never have lived to see the sun means; it all seems like a dream. — Well, 
go down today. I’ll try at Erotium’s again. I suppose 

Messenio: Well then, if you did the she’s still angry at me, but I’ve got to 
right thing, you’d set me free. try to get that dress and take it home. 

Menaechmus I: I’d set you free? 40 [He goes into the house of Erotium. ] 
Messenio: Yes, master, because I 
saved your life. 

Menaechmus I: What is this? Young ACT FIVE. SCENE VIII 


1 


man, you are mistaken. 

Messenio: What do you mean? 45 
Menaechmus I: By father Jupiter, I 
swear I am not your master. 

Messenio: You’re joking! 

Menaechmus 1 : No, I mean it. And no 


[E titer Menaechmus II with Mes- 
senio . ] 

Menaechmus II: You brazen rascal, 
you dare tell me you’ve seen me any- 
where today since I told you to come 


slave of mine ever served me as well as 50 here? 

you have. Messenio: Why, I rescued you just a 
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few minutes ago, when four men were 
carrying you off bodily, right in front of 
this very house. You were yelling for 
help to all heaven and earth, and I ran 
up and rescued you with my fists, in 5 
spite of them. And you set me free, be- 
cause I saved your life. I said I’d get the 
money and the luggage, and then you 
doubled round the block so you could 
meet me and deny the whole thing! 10 

Menaechmus II: I set you free? 

Messenio: You did. 

Menacchmtis II: I’d turn slave my- 
self sooner than free you. And that’s 
that! 15 

ACT FIVE. SCENE IX 

[Enter Menaechmus I from the house 
of Erotiumf] 2Q 

Menaechmus I: [To those within.] 
Swear by your eyes if you want to, but 
you did not give me the dress or the 
bracelet either, you trollops! 

Messenio: Immortal gods, what’s this 25 
I see! 

Menaechmus II: What do you see? 

Messenio: Your mirror! 

Menaechmus II: What’s this? 

Messenio: He’s the very image of you, 30 
as like as can be. 

Menaechmus II: Well! He’s certainly 
not unlike me, now that I take stock of 
myself. 

Menaechmus I: [Catching sight of 35 
Alessemo . ] Oh, the young man who 
saved my life. How are you? 

Messenio: Please sir, if you don’t 
mind, tell me what your name is, for 
goodness’ sake! 40 

Menaechmus I: Indeed I don’t mind, 
after what you did for me. My name is 
Menaechmus. 

Menaechmus II: No, that’s my name. 

Menaechmus I: I am a Sicilian, from 45 
Syracuse. 

Menaechmus II: That’s where / come 
from. 

Menaechmus I: What’s that? 

Alenaechmus II: That’s the truth. 50 

Alessenio: [Pointing to the wrong man. 


Alenaechmus If] This is the man I know, 
of course, this is my master. I’m his 
slave, but 1 thought I was that other 
man’s. [To Menaechmus /.] I thought 
lie was you, and bothered him. [To Me- 
naechmus II.] Please excuse me if I said 
anything foolish without realising it. 

Menaechmus II: You must be crazy. 
Don’t you remember leasing the ship 
with me today? 

Messenio: [To Menaechmus Ilf] You 
are right. You are my master. [To 
Menaechmus If] You must look for an- 
other slave. [To Menaechmus Ilf] Greet- 
ing to you. [To Alenaechmus /.] Good- ’ 
bye to you. [Pointing to Menaechmus 
Ilf] I say this man is Menaechmus. 

Alenaechmus I: But I say I am. 

Menaechmus II: What is this non- 
sense? You Menaechmus? 

Menaechmus I: Yes; Menaechmus, 
son of Moschus. 

Menaechmus II: The son of my 
father? 

Menaechmus I: No, sir, mine, not 
yours. You may have your father, I 
don’t want to deprive you of him. 

Messenio: [To himself.] Immortal 
gods, fulfil this unhoped-for hope! Un- 
less my mind has failed me, these are the 
two twin brothers! Both of them claim 
the same father and country. I’ll tell my 
master about it first. [Aloud!] Me- 
naechmus! 

Menaechmus I and II: [Together.] 
What is it? 

Messenio: I don’t want both of you; 
just the one that came with me on the 
boat. 

Alenaechmus I: I didn’t. 

Menaechmus II: I did. 

Messenio: Then it’s you I want. 
[Drawing him to one side.] Come over 
here. 

Menaechmus II: Well, what is it? 

Messenio : That man is either a 
swindler or your twin brother! I never 
saw two men look so much alike. You’re 
as hard to tell apart as two drops of 
water or two drops of milk. And besides, 
he claims the same father and the same 
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country. We’d better ask him about Menaechmus II: God save us! 
this. Messenio: [To Menaechmus II.] What 

Menaechmus II: That’s good advice, are you shouting for' He quiet. [To Me~ 
and thanks! Keep on helping, do! If you naechmus /.] How old were you when 
pro\e he is my brother, you shall be a 5 you went on this trip with youi father? 
free man. Menaechmus I: Seven: I was just be- 

Messenio: That’s what I hope. ginning to lose my teeth. I never saw my 

Menaechmus II: I hope so too. father again. 

Messenio: [To Menaechmus /.] You, Messenio: Now then: how many sons 
sir: you said your name was Menaech- 10 did vour father have at this time? 
mus, I believe. Menaechmus I: To the best of my 

Menaechmus I: Yes, it is. recollection, two. 

Messenio: His name is Menaechmus Messenio: Which was the older, you 
too. You said you were born at Syracuse or the other one? 

’ in Sicily; that’s where he was born. 15 Menaechmus I: Both the same age. 
Moschus was your father, you said; his Messenio: How is that possible? 

too. Now both of you can help me, and Menaechmus I: We were twins, 

help yourselves too. Menaechmus II: Thank God! 

Menaechmus I: I am in your debt; Messenio: [To Menaechmus //.] If 
ask me whatever you want, and you 20 you interrupt, I’ll stop, 
shall have it. I’m at your service, just as Menaechmus II: No, no, I’ll be quiet, 

if you had bought and paid for me. Messenio: [To Menaechmus I.] Tell 

Messenio: I hope to prove that you me, did you both have the same name? 
two are twin brothers, born on the same Menaechmus I: Oh, no. I was the one 
day to the same father and mother! 25 who was called Menaechmus then, as I 
t Menaechmus I: Amazing! I certainly still am. His name was Sosicles. 

wish you could prove that. Menaechmus II: That’s proof enoughl 

Messenio: I can. But come now, both No more delay! O my own twin brother, 
of you, answer my questions. come to my arms! I am Sosicles! 

Menaechmus I: Ask away, I’ll answer; 30 Menaechmus I: [Doubting.] Then how 
I won’t conceal anything I know. does it come you’re named Menaech- 

Messenio: [Questioning each in turn .] mus? 

Your name is Menaechmus? Menaechmus II: After we got the 

Menaechmus I: It is. news that you were lost ... 1 and that 

Messenio: And yours too? 35 our father was dead, our grandfather 

’ Menaechmus II: Yes. changed my name and gave me yours. 

I Messenio: You say you are the son of Menaechmus I: I believe you. But one 
Moschus? more question. 

Menaechmus I: Quite so. Menaechmus II: Ask it. 

Menaechmus II: So am I. 4 ° Menaechmus I: What was the name 

Messenio: You are from Syracuse? of our mother? 

Menaechmus I: Yes. Menaechmus II: Teuximarcha. 

Messenio: And you? Menaechmus I: [Convinced!] Exactly 

> Menaechmus II: Of course. so! Oh, welcome, beyond all hope, after 

1 Messenio: It checks very well so far. 45 all these years! 

Now to proceed :what is the earliestthing Menaechmus II: Welcome, dear 

you can remember of your life in Sicily? brother! Sought with such misery and 
Menaechmus I: Going with my father toil, and found with joy at last! [They 
to the market in Tarentum; and then embrace.] 
getting separated from him in the 50 

crowd, and being brought here. 1 There is a lacuna of one verse here. 
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Messenio: [To Menaechm us II. 2 So 
that’s why the woman here called you 
by name! She took you for him, and 
asked you to dinner. 

Menaeckmus I: Yes, I told her to 
have a dinner for me there today (put- 
ting one over on my wife), and I gave 
her a dress that I’d stolen from my wife 
too. 

Menaechm us II: [Product ng the dress."] 
Do you mean this dress ? 

Menaeckmus I: That’s the one! How 
did you get it? 

Menaeckmus II: The woman dragged 
me in to dinner and said the dress was 
mine, I’d given it to her. So after some 
excellent wine, women, and song, I took 
it away with me, and a gold bracelet too. 

Menaeckmus I: She thought she was 
getting me in, of course. But I’m cer- 
tainly glad I got you fixed up so well. 

Messenio: I suppose you’re still will- 
ing to set me free as you promised ? 

Menaeckmus I: A very good and fair 
request, brother; grant it for my sake. 

Menaeckmus II: [Complying, with the 
correct legal formula.] I declare you free. 

Menaeckmus I: Congratulations on 
your freedom, Messenio. 

Messenio: I hope it lasts better this 3' 
time. 

Menaeckmus II: Well, brother, now 


that everything has turned out the way 
we wanted, let’s both go back to Syra- 
cuse. 

Menaeckmus I: Agreed! I’ll June ar 
S auction and sell all my Epidamnm 
property. In the meantime, brother 
won’t you come in ? 

Menaeckmus II: Good. [They moot 
towards the house'of Menaeckmus I.] 

10 Messenio: Do me a favour! 

Menaeckmus' I: What is it? 

Messenio: Give me the job of auc- 
tioneer. 

Menaeckmus I: You shall have it. 
iS Messenio: You want the auction cried 
at once? 1 

Menaeckmus I: Yes, for a week from 
today. [The brothers go into the house] 

Messenio: 

20 EXTRAORDINARY AUC TION 

WEEK FROM TODAY 

MENAECKMUS SELLS HIS PROPERTY 
CASH AND NO DELAY 

ALL MUST GO— HOUSE AND LOT 
25 SLAVES AND FURNITURE 

WIFE GOES TOO IF ANY ONE 
TAKES A FANCY TO HER 

He’ll be lucky if he gets a quarter of a 
million for the whole lot. [To the audi- 
ence] And now, spectators, fare ye well, 
and lustily applaud us all. 


NOTES ON THE TWIN MENAECHM I 

Since Plautus’s play is, like Wilde’s Lady Windermere’s Fan, a “comedy,” 
we naturally think first of all of the differences between the two. In both 
plays we have witty remarks, characters in difficult and embarrassing situa- 
tions, domestic difficulties, and a “happy ending.” But at the same time 
it is obvious that, despite his use of the comic mode, there is a wide differ- 
ence between the two plays and that Wilde has vastly more serious inten- 
tions than Plautus. What we can observe at the outset, therefore, is that 
even some similarity in materials and method does not mean similarity 01 
plays; we can learn the important fact that the author’s attitude to his 
materials is what ultimately gives any play its distinctive character. What 
is the difference between Wilde’s attitude and Plautus’s will appear in the 
course of the discussion of The Menaechmi. 

At the same time, it may be very helpful to make some comparison be- 
tween The Menaechmi and Everyman, since both are relatively simple and 
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even primitive plays. But the very dissimilarity between them should be 
enlightening. 

Everyman is primarily concerned with an idea and subordinates plot and 
character to that: The Twin Menaechmi deals entirely in amusing situa- 
tions, is little concerned with character, and not at all with ideas. Thus each 
play makes only a partial use of all the means available to drama. Ironically, 
however, Everyman looks very simple but turns out to have some complexity 
in its method, whereas Plautus’s play, which looks very confused and com- 
plicated, is at bottom a quite simple thing. 


I. THE NATURE OF FARCE 

The Twin Menaechmi is as we have said an example of farce, a simple 
comic type always popular. When we say that it is concerned only with 
“amusing situations,” what do we mean? Precisely what makes it farce? 

1. The whole action springs from the mistakingof identical twins — clearly 
an “external” and a trivial situation. Since the plot demands that the 
twins be completely alike, not only in superficial appearance but also in 
character and personality, the whole problem of characterization is avoided. 
Plautus prefers the amusing confusions which he can get from the total 
identification of one twin with the other to the psychological problems 
which might be derived from other characters’ perceiving the underlying 
differences between two people who happen to look alike. Thus, he does 
the simplest thing possible. 

2. Note what Plautus does with the central dramatic problem of 
focusing, the problem of keeping some main theme, character, or charac- 
ters in the foreground. We speak of a play’s belonging to a character 
(“Hamlet’s play,” “Lady Windermere’s play”), but The Menaechmi 
belongs to nobody. Our attention is focused mainly on the state of con- 
fusion into which all the characters fall. In other words, there is no main 
“conflict” but rather a series of minor differences. We see each person for 
onlv a short time, in flashes, not in a continuous action which, because it 
reveals the character and by revealing the character, becomes significant. 
The student will come to see, by the way, that one way to measure the 
relative maturity of various plays is to notice the degree to which the author 
of each play has succeeded in avoiding a scrambled and diffuse effect by a 
subordination of the characters which leaves the main action centered in 
one character alone. The Menaechmi, measured by this standard, lacks 
( focus as compared with Lady Windermere’s Fan, where, in spite of a larger 
number of characters, there is much better subordination to a central 
character. Everyman, whatever its deficiencies, also does excellently in re- 
lating everything to its central characters. 

3. In The Menaechmi, the characters (since they are not very fully de- 
veloped for us) cannot determine or influence the course of events: the 
action of the play progresses not because of what the characters do, but 
because of what happens to the characters. The characters themselves are 
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passive. To call attention to this fact is not, of course, to demand that every 
play must show man as the “master of his fate.” Doubtless most of us, 
whether in drama or in life, are only to a degree masters of our fate. But in 
any significant drama, the characters must show some signs of struggle or 
else seem rather uninteresting. Even at the level of comedy, we expect men 
to use their wills, to attempt to use their intelligence, instead of merely 
getting knocked about by events toward which they can exhibit only a 
bewildered surprise. Everyman, as we have already observed, is a rather 
primitive play without very full character development. In it one might 
expect that the character Everyman, suddenly called by Death, would 
have to be regarded as the victim of an outer force. Yet even in this play, 
the drama hinges, not upon what fate does to Everyman, but on Every- 
man’s efforts to cope with fate — to meet it satisfactorily. Everyman is not 
a merely passive character. 

4. Thus, we may observe, the situations in farce do not mean anything: 
confusion and embarrassment are exhibited for their own sake. A charac- 
ter suffers embarrassment, not primarily because of what he is or does, but 
because his embarrassment is supposed to be amusing in itself. When 
Everyman, on the other hand, is upset by the summons of Death, his 
shocked surprise is not meant to be embarrassing in itself: it is dramatically 
effective because it represents the typical response of human beings to 
completely unforeseen predicaments. In Lady Windermere’s Fan the con- 
flict between Mrs. Erlynne and Lady Windermere is symbolic in the sense 
that it embodies a vast conflict between conventional society and an un- 
conventional individual; it is meaningful because it involves much more 
than the single case. But a conflict between either Menaechmus and Erotium 
means merely that one Menaechmus has been mistaken for the other. That 
is all: there is no suggested or secondary value. The thing tends to be one- 
dimensional. 

5. In fact, all farce is by its own nature one-dimensional. It exploits 
situations. Now when situations devoid of content demand our attention, 
how do they get it? By their variety, novelty, uniqueness — by being “differ- 
ent.” Plautus’s play depends on an extraordinary set of circumstances: 
identical twins who do not know each other are brought into proximity. 
We have to have the disappearance of a child, the hunt for him, the remark- 
able discovery of the needle in the haystack. The author trades in the rare, 
the unusual, the improbable. 

He has to. If he started working in terms of character, he would be deal- 
ing in recognizable patterns of conduct, and the play would begin to veer 
from the unique to the universal. Aristotle insisted on the need of the 
“probable” in drama, that is, fidelity to human patterns as we under- 
stand them; the playwright, he said, should be concerned with what may 
happen. This is the universal. When an author decides to write farce and thus 
rules out the possibility of concentrating r by the treatment of character^- 
wide ranges of human experience into the actions of an individual, he 
automatically commits himself to the novel, the untypical. 
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To return to comparison. Everyman, unlike The Menaechmi, deals with 
the universal — the human being’s facing of death and consequent re- 
examination of his values. This does not inevitably make the play great, 
for Everyman has obvious faults — for instance, lack of sufficient indi- 
vidualization. Merely to introduce the universal is not enough; what is 
finally important is the author’s method, the form which his conception 
takes. And here we come to a basic truth concerning all literary genres. 

Any farce (and The Menaechmi is a good example) fails, by being funda- 
mentally off-center, to challenge greatness or even seriousness. Of course, 
the opposite method, dealing with the central, as in Everyman, is not of 
itself enough. The conclusion to be drawn from this comparison — and it 
may seem paradoxical at first glance — is this: a work of finest quality must 
^ be universal and individual at the same time. In a good author’s work, says 
Samuel Johnson, “familiar things are made new,” and events must be 
“surprising, and yet natural.” The “surprising,” however, is not the unex- 
pectedness of farce, for we do have expectation in good literary work (see 
Motivation in the Glossary); it is the “gripping” quality of a new but pro- 
found revelation. The theme of widest applicability and significance must 
be embodied in a unique form with sharply defined characters and situa- 
tion which entirely escape triteness; its quality is evinced in its coming 
across to us with a fine sense of freshness, even of uniqueness. There is a 
combination of novelty and expectation. An excellent theme, of course, 

. may be treated so dully and stodgily as to be less successful than an un- 
pretentious but lively farce. Shakespeare’s Hamlet embodies a great theme 
and succeeds in turning it into powerful drama. The situation in Hamlet 
is certainly as unusual as that of The Menaechmi; but on the other hand, 
whereas Menaechmus speaks only for himself, Hamlet is a sort of Every- 
man, painfully gaining insight into a complex world of good and evil. 

The student, at this point, may be inclined to say : “Well, when Menaech- 
mus is mistreated or confused, he becomes angry; and surely that is uni- 
versal enough.” To a degree, of course, this is true. For the figures of even 
r the simplest farce must be, in some sense, universally human in their actions 
1 and responses. The characters could not be recognizably human unless 
they represented in some faint degree at least the basic patterns of human 
behavior. Literally, we overstate the case a little, perhaps, when we say 
that farce is absolutely one-dimensional. But the relative lack of another 
dimension in farce becomes clear enough when we realize that the actions 
of Menaechmus (either I or II — it does not matter) lack any but the thin- 
nest relevance to universal human nature. Menaechmus is not developing 
nor is he learning anything. He responds to a stimulus, only — one is 
1 tempted to say — automatically, like an eyelid that closes when something 
is waved in front of the eye. The response reveals nothing. Nothing is 
implied. There is no symbolic situation. 

Thus, in spite of the fact that farce makes use of uncommon materials, 
farce is really commonplace. Serious drama is concerned with the common, 
but serious drama wins its title to seriousness, and when successful, to 
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greatness, by avoiding, through its sharpness of insight and through its 
individuality of presentation, the commonplace. 

b. The student should also note, as another aspect of the mechanical 
response which the characters of Plautus make to the situation, that they 
seem never to reason about what happens; they never use their heads. Like 
so many automatons, they register wonderment, anger, surprise, disgust, 
and so on, but they never make rational, adult inquiries. In Act III. ii, 
Menaechmus II accepts easily one incredible event after another; and the 
author does not even attempt to exploit, as a possible explanation of his 
credulity, the fact that he is too drunk to realize fully what is going on. 

In general, the characters in farce tend to be abnormally insensitive to 
clues (cf. mystery melodramas, where one finds abnormal sensitiveness and 
abnormal insensitiveness side by side). This lack of normal inquisitiveness 
is an aspect of the rather sketchy characterization which the author has 
accorded them. If the characters in a typical farce did reason about events, 
the action of the farce would quickly come to an end. Thus, we may say 
that in farce the author must depend upon unalert, commonplace people 
in order to maintain his unusual situations. 

2. THE QUALITY OF PLAUTUS’S FARCE 

Yet, granted the limitations which inhere in the very nature of farce, how 
well has Plautus done within these limitations? How has he secured enough 
liveliness and tension — if he has in fact secured them — to keep his audience 
interested ? 

Since the very nature of farce precludes any significant study of charac- 
ter, that ordinarily rich source of interest is out of the question. As a sub- 
stitute for it, and, indeed, in order to distract his audience from the lack 
of it, Plautus, in general, has attempted to play up the qualities of gusto, 
high animal spirits, and the sense of rapid movement. The incidents are 
exploited for their own sake with a boisterous and earthy humor, and we 
are hurried on to another surprising situation before the first situation has 
had time to pall on us or we have had time to raise embarrassing questions 
as to its general plausibility. One must remember too, that the liveliness 
and the successfulness of farce depend also on the ability of the comic 
actor to develop the humor fully with his facial expression, mimicry, and 
gesture. By such devices, as we know, an able comedian can frequently 
make very funny a part which in itself may seem rather wooden and flat. 
We may be sure that Plautus knew what he was doing, and that some of 
the rather obvious humor of the text was given point and meaning by the 
more able comic actors of the period, even as some such farce roles in the 
moving pictures are occasionally given point and meaning by the witty 
and talented comedian of today. But though the dramatist has a perfect 
right to depend upon the actor who has such devices at his command, it 
ought to be clear that his comedy, in so far as it does depend upon such 
devices, is moving away from drama proper and into the realm of pan- 
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tomime, vaudeville, and musical comedv It is with drama pioper that this 
book is conceined It is fan, therefoie, to consider The Menaechmi with a 
full sense of its limitations as a diama, though this is not to forget that the 
othei foims, such as pantomime, aie worth having and may in their own 
right be thoroughly amusing 

Conventions. W e have already remarked upon the need in this play to 
distract the audience fiom types of questions which ordinarily would arise 
with disastrous effect But there are othei pioblems — among them the 
problem of keeping a lathei complicated plot moving smoothh without 
too much confusion in the minds of the audience Here, by the way, 
Plautus’ pioblem is gieath simplified by ceitun conventions of the Roman 
stage (see the section on Con enhons in the Glossary) The stage legularly 
represented a stieet on which the houses of the ptincipals could be repre- 
sented as close togethei and whue cyeiyone could meet everyone else, 
thus, the whole logic of place was settled in id\ ince, and the authoi had 
no problem such as those which anse foi \\ ilde m Act III of I ad\ Winder- 
mere's Tan 

Exposition, too, was managed laigely h\ comentional devices — the use 
of prologue, a chaiacter’s inttoducmg himself to the audience (I 1, I n, 
III 1, and IV 11), asides (I n, I niff) L\ en when Plautus does use dialogue 
for expositioh as in Act II 11, he simply has the chaiactei give the desired 
information without bothenng much about the diamatic logic involved 
Since convention permitted characteis not to sec 01 hear other chaiacters 
present on the stage, the usual problem of getting the stage free foi neces- 
sary conversations is in this play peiceptibh lessened, and since it was 
understood that one of the stage-exits led to the harboi, the other “down- 
town,” the disposal of chaiacteis off-stage was pietty well predetermined 

In fairness to Plautus, the student should know and take into account 
the theatrical conventions which obtained in his day Yet the student 
should also obseiye, in passing, that the greatei the allowance which we 
have to make foi theatrical contentions, the gteatei is oui sense of the 
author’s limitations While some such allow antes always have to be made, 
the fact is that one measure of aitistic excellence is the ability of the artist 
to rise above the limitations of his own time and place, 01 else his ability 
to work through them to effects which tianscend the mete fashions of his 
era Plautus, in order to be acceptable to us, for example, demands a 
greater knowledge of his theater than do bophocles and bhakespeaie 

Yet, though his reliance on ceitain conventions is a measure of his rela- 
tive weakness as a dramatist, the conventions, once appiehended, do give 
him a great freedom he can devote neaily all his attention to securing the 
movement, liveliness, and variety that make for good farce, m which he is 
not unsuccessful Note the following aspects of his method 

Variety. Plautus is careful to avoid monotony, he constantly shifts the 
characteis on the stage, employing the mtioduction of the new charac- 
ter to give a new twist to the situation If one runs through Acts I, II, and 
III, he will see how each new scene adds some novelty designed to main- 
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tain the curiosity of the audience. Note too that Plautus makes still greater 
use of variety later on — shifting from Menaechmus II to Menaechmus I, 
getting the latter into trouble with both his wife and Erotium, and then 
rapidly bringing in the father, the doctor, the insanity motif, the attempted 
arrest, the rescue by Messenio, and the issue of Messenio’s emancipation. - 
Plautus has no lack of inventiveness; but his method is to develop his 
situations, not by concentration, but by pursuing as many ramifications as 
possible. Note that in neither Everyman nor in Lady Windermere's Fan do 
we find mere variety for variety’s sake; in Everyman, for example, the 
author uses variety as a means of making more effective what he has ' 
to say. 

Climactic Arrangement. Plautus skillfully begins with a relatively mild 
confusion, that between Menaechmus II and Cylindrus in Act II, ii. In 1 
this case the mistake in identity is of very little consequence, and without ( 
too much strain it introduces the reader to the dominant theme of confu- 
sion. The next mistake in identity, however, that made by Erotium (II, 
iii), has more serious repercussions: and the confusion which involves 
Menaechmus II and Brush is more serious still; for, in his anger at what 
he regards as a slight, Brush brings in the wife of Menaechmus I. Indeed, 
relations become more and more confused until finally everybody is em- 
broiled. 

In connection with the crescendo of confusions, and as a factor which in 
itself contributes to the effect of crescendo, one should note that in Acts IV 
and V, the rapid shift of character and situation, plus the intensification of ^ 
the feelings of the characters and their consequent tendency to express 
themselves more sharply and forcefully, gives an impression of much 
quicker movement than in the comparatively leisurely first part of the 
play. This change is called a change in “tempo” or an “increase in tempo,” 
and it is obviously a factor which contributes to the total effect of the 
play. (See the section on Tempo in the Glossary.) Tempo can be heightened, 
too, by sudden decisions — impulsive leaps into action which can easily 
occur in a type of action which is not much concerned with motivation, j 
A s an example, notice the suddenness with which Menaechmus II (V, ii) | 
decides to feign madness. 

Language. As the excellent translation of this play makes clear, the 
characters of Plautus use a rapid-fire, colloquial, slangy speech suited to 
farce. Their speech is racy and even violent; farce depends, one remembers, 
on strong feelings, not thoughtfulness. Their wit takes the form of puns 
and word-play ( pick-ups and stick-ups. Act II. iii; Cylinder, Colander, 
Act II. ii), which, because they depend on resemblances in sound rather \ 
than on double meaning, have the triviality appropriate to farce. Compare 
this wit with the kind found in the plays of Sheridan and Wilde. 

Probability. Because of his plot Plautus has the difficult problem of 
keeping his audience from thinking, “I don’t believe it.” He is not dealing 
with character; hence he must achieve probability without using the best 
source of the probable. 
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Fust of all, he knows that the confusion of identity cannot last very 
long, so he represents it as lasting but a short time In fact, the plaj comes 
veiy close to having the ideal “unit} of time” which Renaissance critics 
called foi — identity of the time of peiformanee with the time of the actions 
repiesented 

Second, Plautus knows that he must make us accept the characters’ 
initial failuie to sense, or suspect, or do am thing about the situation, a"d 
their subsequent acquiescence in incredible situation after incredible situa- 
tion without any intelligent, matuie effoit to do something about it If he 
can secure oui assent at the start, his biggest battle is won, for, if we 
accept the situation as the author first piesents it, we are, as it were, com- 
mitted to it, and we tend to go along without undue questioning So, as 
Plautus lecogmzes, II n and II in are crucial for the play, and the 
problem they present to the authoi is extremely difficult, for the author 
is faced with this dilemma if Menaechmus leally uses his head, there will 
be no plot if he does not use his head at all, the situation will be wholly 
incredible 

Plautus gets out of the dilemma by having Menaechmus use his head, 
but use it to make the -non^ inference Menaechmus believes that he is the 
victim of a “racket” To stiengthen this bid for our acceptance, Plautus 
spends most of Act II stiessing the evil reputation of Epidamnus The 
chaiacter of the city is skillfully built up befoie theie has been any con- 
fusion, so that Messemo’s speech “Didn’t 1 tell you there weie a lot of 
swindlers heie?” (II 11) comes in logically, not as a clumsy after-thought. 
Besides, this comment is made very eaily in the scene so as to set Menaech- 
mus’s mind working immediately in the wrong direction 

(Has Plautus tried hard enough to convince us of Menaechmus’s error? 
Should Messenio have a gieater part in the scene? Why is Menaechmus 
surprised when Erotium addresses him in II 111? Should he be piesented as 
thinking that she is a pait of the “iacket"? Would this view justify his 
unquestiomngly spending considerable time with her?) 

, Third, Plautus obviously must keep the biothers apart until the end of 
the play, and he must make us feel that then failure to lun into each other 
is logical, is not merely the result of his own manipulation Otherwise, we 
shall be the less willing to accept the plaj Plautus has a good start here 
in that the speed and bustle and confusion of farce tend to distract our at- 
tention from weak connections and unsatisfactory causations In a room 
full of noise and activity one is not likely to notice things that in calm and 
order would be easily apparent Indeed, in farce (and melodrama) what we 
call motivation is generally subordinate to the quest for action, excitement, 
r surprise, etc 

In stage terms, keeping the brothers apart is a matter of exits and en- 
trances, and our problem, then, is to see how logical these are, how well 
motivated The student might make a careful check of entrances and exits, 
to see whether on examination the brothers’ movements are leasonably 
accounted for Consider especially such a matter as Menaechmus I’s not 
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showing up for dinner on schedule. Before you begin, consult the section 
of the Glossary which discusses motivation. Remember that, since Plautus 
is not concerned with character, the problem of motivation is centered in 
his handling of technical matters of the sort we have discussed. 

This should be very useful study: it should give the student some insight 
into a technical problem which every dramatist mi/st face. 

CONCLUSION 

We have said that in various ways The Menaechmi is founded upon a 
basic improbability. One could go further and point out that the play is 
“unscientific”: in view of the differing environments, the complete similarity 
of the twins is impossible. But this is not a relevant criticism of the play, 
for it is not the business of literature to be scientific. A work of literature 
makes its statements in its own way, which may or may not happen to be 
consistent with the scientific beliefs of the day (Milton, for instance, chose 
in Paradise Lost to run counter to astronomical knowledge). Aristotle said 
approximately this in his paradox-laden remark that in drama “the 
probable impossible” is preferable to the “possible improbable.” A piece 
of literature may work quite successfully, for instance, in terms of fantasy, 
which has nothing at all to do with a scientific or a possible world, but which 
may achieve probability enough, as in Gulliver’s Travels. The legitimate 
criticism of The Menaechmi is not that the twins are impossibly identical 
but that they do not behave like probable human beings. 

The student may say, “Why should they be probable? Why should they 
be representative characters? Why should the play mean anything? Why 
should there be a ‘symbolic situation’? It’s fast and lively and amusing. 
Why not let it go at that? What if it is trivial, as you say?” 

Well, all that is true enough, and we need not condemn Plautus for not 
being Congreve. But it is important to be able to distinguish Plautus from 
Congreve and Shakespeare, and it is with this general distinction that this 
analysis has been largely occupied. And doubtless there is a place for the 
enjoyment of Plautus and other writers of farce: the important thing is to 
know that it is farce and not to mistake it for high comedy. In seeing the 
movies one must especially be aware of this distinction. 

But can one merely stop at a certain level and console himself with the 
thought that he can recognize the level for what it is? Can one be contented 
very long at the extremely unsophisticated level of farce? (It is worth 
noting, in fairness to Plautus, that his farces are less unsophisticated 
than a comparable group of Hollywood productions. There are, of course,' 
the same simple characters, the same plot types, the same happy endings; 
but Plautus was far less restricted in the materials with which he could 
deal. He could cover a wider range of experience. Modern taboos have 
greatly increased the already considerable simplicity of farce.) To enjoy 
farce one has to make all sorts of allowances and concessions; one can 
rarely expect characters to be intelligent, discriminating, sensitive or repre- 
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sentatlve — one can look for no meaning or significance. That is, one has to 
eliminate a great deal of one’s power of perception; only a few of one’s 
faculties are functioning. So one really gives up adult status. And whereas 
it may be delightful and healthfully refreshing to go slumming occasionally 
or to take a critical holiday, to habituate oneself to the naive is to become 
naive oneself. 

QUESTIONS 

1. What problems of exposition does the author eliminate by his use 
of the prologue? 

2. Can you find any justification for Plautus’s giving the last scene 
to Messenio? What effect is he striving for when he has Messenio speak 

. commandingly to the brothers? 

'' 3. What similarities do you find between this play and modern theatri- 

cal performances? Musical plays? 

4. How much use does Plautus make of coincidence? Is this consistent 
with the tone and manner of farce? 

5. How early in the play is the tone of levity established? 

6. Does Plautus give us any clues which would lead us to expect 
Brush’s betrayal of his patron? 

7. Can you find any evidence of dialogue which seems to be presented 
for immediate amusement rather than for advancing the action of the play? 

8. Note the continuing use of military metaphor in Act I. What is ac- 
complished by this? 

9. In Act II. iii what is gained by the careful handing back and forth of 
the purse? 

10. What contribution is made to the plot by Menaechmus II’s deciding, 
at the end of Act II, to see what “booty” he can get in Epidamnus? 

ix. Does Menaechmus’s drunkenness help characterize him at all? Or is it 
just introduced for whatever comic effect it may have? 

12. Is the plot helped by the maid’s coaxing Menaechmus II for a gift 
in Act III. iii? 

' 13. Is there any evidence that the wife's quarrel with her husband is the 

result of real moral conviction on her part? Or is it just tossed in as a con- 
ventional comic device? How can you tell? Consider, in this connection, 
Menaechmus I’s evasion of her in Act IV. ii. 

14. Note the various quick turns at the climax of Act IV. ii. Are these 
characteristic of farce? 

15. Is the double lockout of Menaechmus I in Act IV. iii effective? Why? 

, 16. Why, in more serious plays, do we rarely find a main character in- 

" troduced as late as Menaechmus I’s father-in-law is introduced (IV. ii)? 

17. How does Plautus keep the father-in-law from being a too obvious 

. character? 

18. In Act V. v does Plautus show any psychological insight which sug- 
gests a comic level better than that of farce ? 

19. We have seen (under Probability ) how Plautus carefully prepares for 
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Menaechmus II’s mistaken inference about his experiences. In Lady 
Windermere’s Fan Lady W.’s mistaken inference about her husband’s con- 
duct was also important. Compare the efforts of the two dramatists to 
motivate these mistakes. 

20. Does Plautus’s play seem to be more or less “well-made” than 
Wilde’s? 

FOR FURTHER STUDY 

See the analysis of and the questions on Shakespeare’s Comedy of Errors 
in Appendix A. 


George Lillo. The London 
Merchant y or the History 
of George Barnwell 

W hen we turn from The Menaechmi to The London Mei 
chant, we find a very sharp difference in mood 
whereas Plautus wanted only to provide a gay er 
tertainment, it is clear from the first scene that Lillo has very serious inter 
tions. Indeed, he is aiming at tragedy, and in terms of the theater he wa 
once very successful. After its first presentation in 1731 the play remainei 
popular for a century; it even had some influence on French and Germai 
drama. In reading the play, the student will find it useful to try to discove 
the reason why the play is no longer the popular theater piece it once was 

THE LONDON MERCHANT; 

OR, 

THE HISTORY OF GEORGE BARNWELL 

DRAMATIS PERSONS 

Thorowgood Blunt 

Barnwell, Uncle to George Maria 

George Barnwell Millwood 

Trueman Lucy 

Officers with their Attendants, Keeper, and Footmen 
["Scene : London, and an adjacent Village.] 
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PROLOGUE 


The tragic muse, sublime, delights to 
show 

Princes distressed, and scenes of royal 
woe; 

In awful pomp, majestic, to relate 

The fall of nations or some hero’s fate, 

That sceptered chiefs may by example 
know 5 

The strange vicissitude of things below; 

What danger on security attend; 

How pride and cruelty in ruin end; 

^ Hence Providence supreme to know; and 
own 

Humanity adds glory to a throne. io 
In ev’ry former age, and foreign 
tongue, 

With native grandeur thus the goddess 
sung. 

Upon our stage indeed with wished suc- 
cess 

You’ve sometimes seen her in a humbler 
dress, 

* Great only in distress. When she com- 
plains 15 

In Southeme’s, Rowe’s, or Otway’s 
moving strains 

The brilliant drops that fall from each 
bright eye, 


The absent pomp with brighter gems 
supply. 18 

Forgive us then, if we attempt to show 

In artless strains a tale of private woe. 

A London prentice ruined is our theme. 

Drawn from the famed old song that 
bears his name. 

We hope your taste is not so high to 
scorn 

A moral tale esteemed e’er you were 
born, 

Which for a century of rolling years 25 

Has filled a thousand-thousand eyes 
with tears. 

If thoughtless youth to warn and shame 
the age 

From vice destructive well becomes the 
stage, 

If this example innocence secure, 29 

Prevents our guilt, or by reflection cure, 

If Millwood’s dreadful guilt, and sad 
despair. 

Commend the virtue of the good and 
fair. 

Though art be wanting, and our num- 
bers fail, 

Indulge th’ attempt in justice to the 
tale. 


means time is gained to make such prep- 
ACT I arations on our part as may, heaven 

1 __ T » . ,, concurring, prevent his malice or turn 

' [Scene L A room m Thorowgood s the meditated mischief on himself. 

house. J 5 Trueman: He must be insensible in- 

C Enter Thorowgood and Trueman.] deed who is not affected when the safety 

Trueman: Sir, the packet from Genoa of his country is concerned. — Sir, may I 
is arrived. [Gives letters.'] know by what means, — if I am too 

Thorowgood: Heaven be praised, the bold — 
storm that threatened our royal mistress, 10 Thorowgood: Your curiosity is laud- 
'pure religion, liberty, and laws is for a able; and I gratify it with the greater 
time diverted; the haughty and revenge- pleasure because from thence you may 

ful Spaniard, disappointed of the loan on learn how honest merchants, as such, 
which he depended from Genoa, must may sometimes contribute to the safety 
now attend the slow return of wealth 15 of their country as they do at all times 

from his new world to supply his empty to its happiness; that if hereafter you 

coffers, e’er he can execute his purposed should be tempted to any action that 

invasion of our happy island; by which has the appearance of vice or meanness 
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in it, upon reflecting on the dignity of worthy her who confers it, and well 
our profession, you may with honest worth our acceptance Sir, have you 
scorn reject whatever is unworthy of it any commands for me at this time? 

Trueman Should Barnwell or I, who Thoro-ogood Only to look carefully 
have the beneht of your example, by our 5 over the files to see whether there are 
ill conduct bring anv imputation on that any tradesmen’s bills unpaid, and if 
honorable name, vve must be left with- there are, to send and disch lrge ’em 
out excuse We must not let artificers lose their 

7 horo'ugood You compliment, young time, so useful to the public and their 
man — [Ttuemanbous respectfully ] Nay, 10 families, in unnecessary attendance 
I’m not offended As the name of mer- \_Exit Trueman 3 
chant nev er degrades the gentleman, so 
by no means does it exclude him, only 

take heed not to purchase the character Scene H 1 

of complaisant at the expense of your 15 , , J 

sincerity — But to answer your ques- L 6 ’ J 

tion, — the bank of Genoa had agreed, at Thorcugood Well, Maria, have you 
excessive interest and on good security, given orders for the entertainment < I 
to advance the King of Spain a sum of would have it in some measure worthy 
money sufficient to equip his vast 20 the guests Let there be plenty, and of 
armada, of which our peerless Elizabeth the best, that the courtiers, though they 
(more than in name the mother of her should deny us citizens politeness, may 
people), being well informed, sent Wals- at least commend our hospitality 
ingham, 1 her wise and faithful secretary, Maria Sir, I have endeavored not to 
to consult the merchants of this loyal 23 wrong your well-known generosity bv 
city, who all agreed to direct their sev- an ill-timed parsimony 
eral agents to influence, if possible, the Thoro-vgood Nay, ’tv as a needless 
Genoese to break their contract with caution, I have no cause to doubt yout 

the Spanish court ’Tis done, the state prudence 

and bank of Genoa, having maturely 30 Maria Sir 1 I find myself unfit fot 
weighed and rightly judged of their true conv ersation at present I should but m- 
mterest, prefer the friendship of the crease the number of the company, 
merchants of London to that of a mon- without adding to their satisfaction, 
arch who proudly styles himself King Thoroagood Nay, my child, this 
of both Indies 35 melancholy must not be indulged 

Trueman Happy success of prudent Maria Company will but increase it | 
councils What an expense of blood and I wish you would dispense with my ab- 

treasure is here saved 1 — Excellent sence, solitude best suits my present 

queen 1 O how unlike to former princes, temper 

who made the danger of foreign enemies 4 ° Thorowgood You are not insensible 

a pretense to oppress their subjects, by that it is chiefly on your account these 

taxes great and grievous to be borne. noble lords do me the honor so fre- 

Thoro'vgood Not so our gracious quently to grace my board, should you 

queen, whose richest exchequer is her be absent, the disappointment may 

people’s love as their happiness her 45 make them repent their condescension 

greatest glory and think their labor lost 

Trueman On these terms to defend Maria He that shall think his time 
us, is to make our protection a benefit or honor lost in v isiting you, can set no 

real value on your daughters company, 

1 Sir Francis Walsingham (c 1330-1390), 5 ° whose only merit is that she is yours 
Elizabeth’s secretary of state. The man of quality, who chooses to con 
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verse with a gentleman and merchant jour happiness is so immediately con- 
of your w orth and character, may confer cerned 

honor by so doing, but he loses none Maim Whether from a want of that 

7 hero ii^nod Come, come, Maria, I just ambition that would become your 
need not tell you th it a young gentle- 5 daughter or from some other cause I 
man may prefer your con\ ersation to know not, but I fird high birth and 
mine, yet intend me no disrespeet at all, 
for though he may lose no honor in my 
comp iny, ’tis \ ery natural for him to 
e\pcct more pleasure in yours I re- 10 should, 
member the time w hen the company of him more 
the greatest and w lsest man in the king- 
dom would hate been insipid and tire- 
some to me, if it had deprived me of an 


who 


titles don’t recommend the man 
owns them, to my affections 

I hoio igood I would not that they 
unless his merit recommends 
A noble birth and fortune, 
though they make not a b id m in good, 
yet they are a real adv antage to a worthy 
one, and place his virtues in the fairest 
opportunity of enjoying vour mother’s 15 light 

Maria \ ours no doubt was as agree- Maria I cannot answer for my inch- 
able to her, for generous minds know nations, but they shall ever be sub- 
no pleasure in society but where ’tis nutted to your wisdom and authority; 
mutual and as you will not compel me to marry 

Ihoio ogood Thou know’st I have no 20 where I cannot love, so love shall never 
hen, no child, but thee, the fruits of make me act contrary to my duty Sir, 
many y ears’ successful industry must all hav e I your permission to retire ? 

be thine Now it would give me pleasure Thorowgood I’ll see you to your 
greit as my love, to see on whom you chamber 
would bestow it I am d ily solicited bva; 
men of the greatest rank and merit for 

leave to address you, but I have hitherto £Sci ne III A room in Milhvone s 
declined it, m hopes that by observa- house] 

tion I should leirn which way your m- rr . , „ , , , 

dilution tends, for as I know lov e to be 30 C Discovend Millwood Lucs waiting _ 

essential to happiness in the marriage Millwood How do I look today, 
state, I had rather my approbation Lucy ? 

should confirm your dioicc than di- Lucy O, kilhngly, madam 1 — A little 
rect it more red, and you’ll be irresistible' — 

Maria What can I say ? How shall I 35 But why this more than ordinary care of 
answer as I ought this tenderness, so your dress and completion ? What new 
uncommon even in the best of parents, conquest are you aiming at ? 
but you are without example, yet had Mill vood A conquest would be new 
you been less indulgent, I had been most indeed ' 

wretched I hat I look on the crowd of 40 Lucy Not to you, who make ’em 
courtiers that visit here with equal es- every d ly, — but to me — Vi ell 1 ’tis what 

teem but equal indifference you have I’m never to expect, — unfortunate as I 
observed, and I must needs confess, yet am — But your wit and beauty — 
had you asserted your authority, and Mill vood First made me a wretch, 
insisted on a parent’s right to be obeyed, 45 and still continue me so — Men, however 
I had submitted, and to my duty sacn- generous or sincere to one another, are 
ficed my peace all selhsh hypocrites in their affairs w'lth 

Iliorovgood From your perfect obedi- us We are no otherwise esteemed or re- 

ence in every other instance, I feared as garded by them, but as we contribute 
much, and therefore would leave you 50 to their satisfaction, 
without a bias in an affair wherein Lucy. You are certainly, madam, on 
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the wrong side in this argument Is not 
the expense all theirs ' And I un sure it 
is our own f lult if we haven't our sh ire 
of the pie isure 

Mill t. ood V e are but slat es to men 

Lucs Nay, ’tis thev that are slates 
most certainly, for we lay them under 
contribution 

Mill load Slates hate no property, 
no, not eten in themselses — \11 is the i 
victor’s 

Lucs \ ou are str ingely arbitrary m 
your principles, madam 

Mill lend I would hate my conquests 
complete, like those of the Spaniards in i 
the New Yi orld, who first plundered the 
natises of all the wealth they had, and 
then condemned the wretches to the 
mines for life to work for more 

Luc\ Vi ell, I shall neter approt e of 2 
jour scheme of got eminent I should 
think it much more politic, as well as 
just, to find my subjects an easier em- 
ployment 

Mill-i ood It’s a general maxima 
among the knotting part of mankind 
that a woman without tirtue, like a 


Lucs About — 

Mill 1 ood Eighteen — 

Lucs Innocent, handsome, and about 
eighteen — You’ll be tastly hippy — 
5 V hj , if you manage well, you may keep 
him to j ourself these two or three years 
Mill cood If I manage w ell, I shall 
hate done with him much sooner, hav- 
ing long had a design on him, and meet- 
o mg him yesterday, I made 1 full stop 
and, ga/ing wishfullj on his face, asked 
him his name He blushed, and bowing 
tery low, answered, George Birmvell 
I begged his pardon for the freedom I had 
5 taken, and told him that he tt as the per- 
son I had long wished to see, and to 
whom I had an affair of importance to 
communicate at a proper time and place 
He named a tacern, I talked of honor 
o and reputation, and int ited him to my 
house He swallowed the bait, promised 
to come, and this is the time I expect 
him [knocking at the door ] Somebody 
knocks,— d’ye hear? I am at home to 
5 nobody today, but him — [Exit Lucy ] 


man without honor or honesty, is capable 
of any action, though never so vile, and 
yet what pa r,c will they not take, what 
arts not use, to seduce us from our in- 
nocence and make us contemptible and 
wicked even in their own opinions? 
1 hen is it not just, the villains, to their 
cost, should find us so? — But guilt 
makes them suspicious, and keeps them 
on their guard, therefore we can take 


SCLNL IV 
Mill oood 

Mill 1 ood Less affairs must give way 
to those of more consequence, and I am 
strangely mistaken if this does not prove 
of great importance to me and him, too, 
5 before I have done with him — Now, 
after what manner shall I receive him' 
Let me consider — What manner of per- 


advantage only of the young and inno- son am I to receive? — He is j jung, in- 
cent pirt of the sex, who, having never nocent, and bashful, therefore I must 
injured women, apprehend no injury 40 take care not to shock him at first — 
from them But then, if I hav e any skill in physiog- 

Lucy. Ay, they must be young indeed nomy, he is amorous, and, with a little 
Mill oood Such a one, I think, I have assistance, will soon get the better ol 
found — As I’ve passed through the his modesty — I’ll trust to nature, who' 
City, I have often observed him receiv-45 does wonders in these matters — If to 
mg and paying considerable sums of seem what one is not, in order to be the 
money, from thence I conclude he is better liked for what one really is, if to 
employed in aft urs of consequence speak one thing, and mean the direct 

Lucy Is he handsome? ^contrary, be art in a woman, I knov 

Millwood Ay, ay, the stripling is well 50 nothing of nature 
made 
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SCFNE V 

[Enter to her, Barnwell bowing very 
low, and Lucy at a distance ] 

Millwood Sir, the surprise and joy 1 — 
Barnwell Madam — 

Millwood This is such a favor, — [Ad- 
vancing ] 

Barnwell Pardon me, madam , — i 

Millwood So unhoped for, — [Still ad- 
vances Barnwell salutes her, and retires 
in. confusion ] 

Millwood To see you here — Excuse 
the confusion — i 

Barnwell I fear I am too bold — 
Millwood Alas, sir! All my appre- 
hensions proceed from my fears of your 
thinking me so — Please, sir, to sit — I 
am as much at a loss how to receive this 2 
honor as I ought, as I am surprised at 
your goodness in conferring it 

Barnwell I thought you had expected 
me — I promised to come 

Millwood That is the more surprising, 2 
few men are such religious observers of 
their word 

Barnwell All who are honest are 
Millwood To one another — But we 
silly women are seldom thought of con- 31 
sequence enough to gain a place m your 
remembrance [Laying her hand on his, 
as by accident ] 

Barnwell [Aside ] Her disorder is so 
\ great, she don’t perceiv e she has laid her 31 
hand on mine — Heaven I how she 


Barnwell If you mean the love of 
women, I ha\ c not thought of it [at] all. 
— My youth and circumstances make 
such thoughts improper in me yet But 
5 if you mean the general lo\ ewe owe to 
mankind, I think no one has more of it 
in his temper than myself — I don’t 
know that person in the world whose 
happiness I don’t wish, and wouldn’t 
0 promote, were it in my power — In an 
especial manner I lose my uncle, and 
my master, but abov e all my friend 

Mill Lood You have a friend then 
whom you love! 1 f ., 

5 Barnwell As he does me, sincerely 

Millwood He is, no doubt, often 
blessed w ith your company and conver- 
sation — 

Barn cell We live in one house to- 
o gether, and both serve the same worthy 
merchant 

Milloood Happy, happy youth' — 
Who e’er thou art, I envy thee, and so 
must all who see and know this youth — 

5 What I have lost, by being formed a 
woman' — I hate my sex, myself — Had 
1 been a man, I might, perhaps, have 
been as happy in your friendship as 
he who now enjoys it — But as it is, — 
3 0h'— 

Barn cell [Aside ] I never observed 
women before, or this is sure the most 
beautiful of her sex — You seem dis- 
ordered, madam' May I know the 
; caused 

Mill rood Do not ask me — I can 


trembles' — What can this mean' never speak it, whatever is the cause, — 

Millwood The interest I have in all I wish for things impossible, — I would 
that relates to you (the reason of which be a servant, bound to the same master 
you shall know hereafter) excites my 40 as you are, to liv e in one house with 
curiosity, and, were I sure you would you 

pardon my presumption, I should desire Barnwell [ Aside ] How strange, and 
to know your real sentiments on a very yet how kind, her words and actions are! 
- particular affair — And the effect they have on me is as 

Barnwell Madam, you may com- 45 strange — I feel desires I never knew 
mand my poor thoughts on any subject, before, — I must be gone, while I have 
— I have none that I would conceal. power to go [To Millwood ] — Madam, 
Millwood \ ou’ll think me bold I humbly take my leave — 

Barnwell No, indeed Millwood You will not sure leave me 

Millwood What then are your 30 so soon ' 
thoughts of love ? Barnwell Indeed I must. 
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Millwood: You cannot be so cruel! — I 
have prepared a poor supper, at which I 
promised myself your company. 

Barnwell: I am sorry I must refuse the 
honor that you designed me; — but my 
duty to my master calls me hence. — I 
never yet neglected his service. He is so 
gentle and so good a master that should 
I wrong him, though he might forgive 
me, I never should forgive myself. 


Scene VI 

[ Enter to them Blunt.] 

5 Blunt: Madam, supper’s on the table. ' 
Millwood: Come, sir, you’ll excuse all 
defects. My thoughts were too much 
employed on my guest to observe the 
entertainment. [Exeunt Millwood am 
io Barnwell.'] 


Millwood: Am I refused, by the first 
man, the second favor I ever stooped to 

ask: — Go then, thou proud, hard- Scene VII 

hearted youth. — But know, you are the r , r , , _ 

only man that could be round, who rs *- •’ J 

would let me sue twice for greater Blunt: What! is all this preparation, 
favors. this elegant supper, variety of wines 

Barnwell: [Aside L] What shall I do ! — and music, for the entertainment of that 

How shall I go or stay! young fellow! 

Millwood: Yet do not, do not, leave 20 Lucy: So it seems, 
me. I wish my sex’s pride would meet Blunt: What, is our mistress turned 
your scorn; but when I look upon you, fool at last! She’s in love with him, I 

when I behold those eyes, — oh ! spare my suppose. 

tongue, and let my blushes speak. This Lucy: I suppose not, but she designs 
flood of tears to that will force their 25 to make him in love with her if she 
way, and declare — what woman’s mod- can. 


esty should hide. 

Barnwell: Oh, heavens! she loves me, 
worthless as I am; her looks, her words, 
her flowing tears confess it. And can I 30 
leave her then? Oh, never, never! 
Madam, dry up those tears. You shall 
command me always; I will stay here 
for ever, if you’d have me. 


Lucy: [Aside.] So! she has wheedled 3; caught herself. 


Blunt: What will she get by that? He 
seems under age, and can’t be supposed 
to have much money. 

3 Lucy: But his master has; and that’s 
the same thing, as she’ll manage it. 

Blunt: I don’t like this fooling with a 
handsome young fellow; while she’s en- 
deavoring to ensnare him, she may be 


him out of his virtue of obedience al- 
ready and will strip him of all the rest 
one after another till she has left him as 
few as her ladyship or myself. 


Millwood: Now you are kind, indeed; 40 mightily. 


Lucy: Nay, were she like me, that 
would certainly be the consequence;— 
for, I confess, there is something in 
youth and innocence that moves me 


but I mean not to detain you always: I 
would have you shake off" all slavish 
obedience to your master; — but you 
may serve him still. 

Lucy: Serve him still! — Aye, or he’ll 43 


have no opportunity of fingering his 
cash, and then he’ll not serve your end, 
I’ll be sworn. 


Blunt: Yes, so does the smoothness 
and plumpness of a partridge move a 
mighty desire in the hawk to be the 
destruction of it. 

Lucy: Why, birds are their prey, as 


men are ours; though, as you observed, 
we are sometimes caught ourselves. But 
that, I dare say, will never be the case 
with our mistress. 

50 Blunt: I wish it may prove so; for 
you know we all depend upon her. 
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Should she trifle away her time with a 
young fellow that there’s nothing to be 
got by, we must all stars e 

Luc\ There’s no danger of that, for I 
am sure she has no view in this affair 
but interest 

Blunt Well, and what hopes are there 
of success in that? 

Luc\ The most promising that can 
be — ’Tis true, the youth has his scru- 
ples, but she’ll soon teach him to answer 
them, by stifling his conscience — O, the 
lad is in a hopeful way, depend upon’t. 

, [ Exeunt ] 

QScrNE \ III Another room in Mill- 
wood’s house ] 

' [Discovered Barn-cell and Mill-vood at 
an enUrtamment~\ 

Banrudl What can I answer* All 
that I know is, that you are fair and I 
am miserable 

Mill vood We are both so, and yet the 
fault is in ourselv es 

Barn veil To ease our present an- 
guish, by plunging into guilt, is to buy 
a moment’s pleasure with an age of pain. 

Millwood I should hav e thought the 
joys of lo\ e as lasting as they are great. 
If ours prove otherwise, ’tis your in- 
constancy must make them so 
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Banrcell The law of heat en will not 
be reversed, and that requires us to 
gov ern our passions 

Mill mod I o give us sense of beauty 
S and desires, and yet forbid us to taste 
and be happy, is cruelty to nature Have 
we passions only to torment us 1 

Barn-nil lo hear you talk, tho’ in 
the cause of vice, to gaze upon your 
10 beaut}, press your hand, and see your 
snow-white bosom heave and fall, en- 
flames m} wishes, my pulse beats high, 
my senses all are in a burn, and I am 
on the rack of wild desire, yet for a 
15 moment’s guilty pleasure, shall I lose 
my innocence, my peace of mind, and 
hopes of solid happiness ? 

Xhll-iood Chimeras all, — 

Come on with me and prove, 

20N0 joy’s like woman, kind, nor heaven 
like love 

Ban i ull T would not, yet I must on. 
Reluctant thus, the merchant quits his 
ease 

25 And trusts to rocks and sands and 
stormy seas, 

In hopes some unknown golden coast to 
find, 

Commits himself, tho’ doubtful, to the 
30 w ind. 

Longs much for joys to come, yet mourns 
those left behind [C\eunt.~\ 


QUESTIONS ON ACT X 

1. What does Lillo appear to be doing in Scene I? Could the scene be 
omitted without loss ? 

2. Where does the exposition first get under way? Is it giacefully done? 

3. Does Lillo inadvertently convict Thorovvgood of snobbery? 

4. In Scene 11, why does Lillo have Thorovvgood say, “Thou know’st I 
have no heir, no child but thee, etc.”? Is the speech convincing? 

5. Note the abstract, generalized words and forms of expression used by 
Maria in her last two speeches in Scene 11 How do such words influence the 
effectiveness of what she says? 

6. In Scene in, would Lillo gain anything by having Barnwell mentioned 
earlier in the scene? 

7. Is there any awkwaidness in the way in which Lillo cairies out his 
intentions in Scene iii? 

8 Could you make a case for having the first part of the play deal with a 
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Barnwell who has already seen Millwood and is struggling with tempta- 
tion? How might this reduce some of the difficulties faced in Scene v? 


ACT II 

£Scen r I A room in Ihorow good’s 
house ] 

[Enter Barn tell ] 

Barn nil How strange are ill tilings 
round me 1 Like some thief, who treads 
forbidden ground, fearful I enter each 
apartment of this well-known house To 1 
guilt} lore, as if that was too little, al- 
ready hare I added breach of trust A 
thief' Can I know myself that wretched 
thing, and look my honest friend and in- 
jured master in the face? Though hy- 1 
pocnsy may a while conceal mv guilt, at 
length it will be known, and public 
sh ime and ruin must ensue In the 
meantime, what must be my life? Erer 
to speak a language foreign to my heart, 2 
hourly to add to the number of my 
crimes in order to conceal ’em Sure, 
such was the condition of the grand 
apostate, when hrst he lost his purity, 
like me disconsolate he wandered, and 2 
while yet in Hearen, bore all his future 
hell about him [Enter rmeman ] 

Scent II 3 

[Barn-hell and Trueman ] 

Trueman Barnwell' 0 how I rejoice 
to see you safe' So will our master and 
his gentle daughter, who during your 3 
absence often inquired after you 

Barn cell [Aside ] Would he were 
gone, his officious love will pry into the 
secrets of my soul 

T rut man Unless you knew the pain 4 
the whole family has felt on your ac- 
count, iou can’t conceive how' much 
you are beloved But why thus cold and 
silent? When my heart is full of joy for 
your return, why do you turn away? 4 
Why thus avoid me? What have I done? 
How am I altered since you saw me 


last? Or rather what base vou done, and I 
why are you thus changed, for I am still f 
the same? 

Barn-ull [Aside ] What hate I done 
S indeed? 

Trueman Not speak nor look upon 
me 

Barn tell [Asxdt ] By mv face he mil 
discover all I would conceil, methinLs 
o already I begin to hate him. 

Trueman I cannot bear this usage ( 
from a friend, one whom till now I eur 
found so losing, whom set I lose, 
though this unkindness strikes at the 
5 root of friendship, and might destroy it 
in any breast but mine 

Barnutll I am not well [Turning U 
him ] Sleep has been a stranger to thesi 
eyes since you behdd them last 
o Trueman Hea\y they look indeed, 
and swollen with teirs, now they o’er- 
flow, rightly did my symp ithi 7 ing hem 
forebode last night when thou wast ab- 
sent something f ital to our peace 
5 Barn hell \ our friendship engage: 
you too far My troubles, whate’er they 
are, are mine alone, you h i\ e no interesi 
in them, nor ought your concern for mi 
gi\ e y ou a moment’s p un 
o Trueman You speak is if you knew 
of friendship nothing but the name Be 
fore I saw your grief 1 felt it Since \yi 
parted last I ha\c slept no more that 
you, but, pensile in my clumber, sal 
5 alone and spent the tedious night in 
ysishes for your safety and return, e’en 
now, though ignorant of the c luse, your 
sorrow yyounds me to the heart 

Barnziell ’T w ill not be ilway's thus 
o Friendship and all engagements cease, as 
circumstances and occ isions \ ary, and , 
since you once may h ite me, perhaps it I 
might be better for us both that now 
you lo\ed me less 

5 Trueman Sure I but dream' Without 
a cause would Barnwell use me thus? 
Ungenerous mil ungi iteful youth, fare- 
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well — I shall endeavor to follow your 
adv ice , — [Going ] ''t et stay, perhaps I 
am too r ish, and angry when the cause 
demands comp ission Some unforeseen 
calamity miy ha\e befallen him, too 
great to bear 

Barn ull \_Asxdi ] What part am I re- 
duced to act, ’tis \ile and base tc move 
his temper thus, the best of friends and 
men i 

Trmman I am to blame, prithee for- 
giv e me, U irnwell 1 ry to compose your 
ruffled mind, and let me know the cause 
th it thus transports you from yourself. 


sire to know more than I am n ilhng to 
re\ eal 

'l rut man ’Tis hard, but upon any 
conditions I must be your friend 
5 Barn ull Then, as much as one lost 
to himself can be another’s, I am yours. 
[. Cmbiacmg ] 

1 rut man Be e\er so, and may 
Heaven restore your peace 
o Bam till Will yesterday return ? We 
hue heard the glorious sun, that till 
then incessant rolled, once stopped his 
rapid course and once went back The 
deid have risen, and parched rocks 


my friendly counsel may restore vour 15 poured forth a liquid stream to quench 

a people’s thirst 1 he sea divided and 
formed walls of water while a whole 


pe ice 

Barn tell All that is possible for man formed w alls ot w ater vv lule a 
to do for man, your generous friend- n ltion passed in s ifety through its sandy 

ship m ly effect, but here ev en that’s in bosom Hungry lions hav e refused their 

vain 20 prey, and men unhurt have walked 

Trueman Something dreadful is la- amidst consuming flames, but never yet 
boring in your bre 1st O giv e it v ent and did time onee past, return 
let me share your grief 1 ’Twill ease your Inuman Though the continued 
pain should it admit no cure and make it chain of time has never once been broke, 
lighter by the part I bear 25 nor ever will, but uninterrupted must 

Barn-veil Vain supposition 1 My woes keep on its course till lost in eternity it 

increase by being observed, should the ends there where it first begun, yet as 

cause be known they would exceed all Heaven can repair whatever evils time 

bounds can bring upon us, he who trusts heaven 

lriteman So well I know thy honest 30 ought never to despair But business re- 
heart, guilt cannot harbor there quires our attendance, business the 

Barn-veil [Aside ~\ 0 torture insup- youth’s best preserv itiv e from ill, as 

portable 1 idleness [is] his worst of snares Will 

Irueman Then why am I excluded 3 you go with me? 

Have I a thought I would conceal from 35 Barn till I’ll tike a little time to re- 
flect on wh it has past, and follow you. 
[E\it 1 nit man ] 

Stl NC III 


you? 

Barn veil If still you urge me on this 
hated subject, I’ll never enter more be- 
ne tth this roof, nor see your f ice again 
lineman ’Tis strange But I have 40 
done, say but you hate me not 

Bariuvell Hate you 1 — I am not that 
monster yet. 

Tim man Shall our friendship still 
continue? 

Barn-veil It’s a blessing I never vv as 
worthy of, yet now must st ind on terms. 


Barn-jttll 

Barn ull I might have trusted True- 
man to have applied to my uncle to 
hav e repaired the vv rong I have done my 
45 master, but what of Millwood? Must I 
expose her too? Ungenerous and base' 
1 hen heaven requires it not But 
ind upon conditions c in confirm it he iven requires that I forsakeher W hat 1 

Trmman What are they Never see her more 1 Does heav en require 

Barnjjell Never hereafter, though 50 that' I hope I may see her, and heaven 
you should wonder at my conduct, de- not be offended. Presumptuous hope! 
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Dearly already ha\ e I proa ed my frailty, the slave of sense The state of youth is 

should I once more tempt heas en, I may much to be deplored, and the more so 

be left to fall never to rise again Yet because they see it not, the} being then 

shall I lease her, fores er lease her, and to danger most exposed, sxhen they are 
not let her hnoss the cause? She svho 5 least prepared for their defence 
los es me ss ith such a boundless passion ? Barnwell It will be known, and you 
Can cruelty be duty? I judge of sshat recall your pardon and abhor me 
she then must feel, by sshat I now en- Thoro wgood I neser w ill, so heaven 
dure 1 he los e of life and fear of shame, confirm to me the pardon of my 

opposed b\ inclination strong as death 10 offences Y et be upon your guard in this 
or shame, like ssind and tide in raging gay, thoughtless season of y our life, non, 
conflict met, sshen neither can prevail, sshen the sense of pleasure’s quick, and 
keep me m doubt Hosv then can I de- passion high, the s oluptuous appetites, 
termine? [Filter Thorozvgood'} raging and fierce, demand the stronger 

rycurb, take heed of a relapse When vice * 
Scene IV becomes habitual, the sery power of 

L Thoro Wod ™d Barnwell ] ^Barnwell Heir me, then, on my knees 

Thoro igood Without a cause as- confess 

signed, or notice gisen, to absent your- 20 Thorowgood I ssill not hear a syllable 
self last night was a fault, voung man, more upon this subject, it were not 

and I came to chide you for it, but hope mercy, but cruelty, to hear sshat roust 

I am pres ented That modest blush, the gis e you such torment to reveal 

confusion so visible in your face, speak Barnwell This generosity amazes and 
grief and shame When sse have offended 25 distracts me 

heaven, it requires no more, and shall Thoro igood This remorse makes thee 
man, ssho needs himself to be forgiven, dearer to me than if thou hadst never 

be harder to appease? If my pardon or offended, whatever is your fault, of this 

lose be of moment to your peace, look I’m certain, ’twas harder for you to 

up, secure of both 30 offend than me to pardon [ Exit Thoro c- 

Barn vtll £ dside 3 This goodness has good 3 
o’ercome me — 0 sir 1 1 ou know not the 

nature and extent of my offence, and I Scene V 

should abuse your mistaken bounty to 

receive ’em Though I had rather die 35 (_ Barnwell j 

than speak my shame, though racks Barnwell Villain, villain, villain 1 
could not base forced the guilty secret basely to wrong so excellent a man 

from my breast, your kindness has Should I again return to folly?— de- 

Tlwro igood Enough, enough’ What- tested thought 1 — But sshat of Millwood 

e’er it be, this concern shows you’re 40 then ? Why, I renounce her, I gis e her 
cons inced, and I am satisfied How pain- up, the struggle’s over, and virtue has 

ful is the sense of guilt to an ingenuous prevailed Reason may convince, but 

nund 1 — some youthful folly, which it gratitude compels This unlooked for 

were prudent not to enquire into When generosity has saved me from destruc- 

ssc consider the frail condition of human- 45 tion [Going 3 
its , it may raise our pity, not our 

wonder, that youth should go astray, Scene VI 

sshen reason, weak at the best when 

opposed to inclination, scarce formed, L To him a Footman 3 

and wholly unassisted by' experience, 50 Footman Sir, two 1 idles, from your 

faintly contends, or willingly becomes uncle m the country, desire to see you 
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Barnwell: [ ~_Aside.~\ Who should they 
be? Tell them I’ll wait upon ’em. 

Scene VII 

[ Barnwell .] 

Barnwell: Methinks I dread to see 
’em. Guilt, what a coward hast thou 
made me? Now everything alarms me. 
[E.\it.~] 10 

Scene VIII 

[Another room in Thorowgood’s 
house.] 

[ Discovered Millwood and Lucy, and 15 
to them enters a Footman . ] 

Footman: Ladies, he’ll wait upon you 

immediately. 

Millwood: ’Tis very well. I thank you. 
[Enter Barnwell .] 20 

Scene IX 

[Barnwell, Millwood, and Lucy.~\ 

Barnwell: Confusion ! Millwood ! 25 

, Millwood: That angry look tells me 
that here I’m an unwelcome guest; I 
feared as much, — the unhappy are so 
everywhere. 

Barnwell: Will nothing but my utter 30 
ruin content you? 

Millwood: Unkind and cruel! lost my- 
self, your happiness is now my only care. 

Barnwell: How did you gain admis- 
sion ? 35 

^ Millwood: Saying we were desired by 
your uncle to visit and deliver a mes- 
sage to you, we were received by the 
family without suspicion, and with 
much respect directed here. 40 

Barnwell: Why did you come at all? 

Millwood: I never shall trouble you 
more; I’m come to take my leave for- 
ever. Such is the malice of my fate, I go 
' 1 hopeless, despairing ever to return. This 45 
. hour is all I have left me. One short hour 
is all I have to bestow on love and you, 
for whom I thought the longest life too 
short. 

Barnwell: Then we are met to part 50 
forever? 


Millwood: It must be so; yet think not 
that time or absence ever shall put a 
period to my grief or make me love you 
less; though I must leave you, yet con- 
demn me not. 

Barnwell: Condemn your No, I ap- 
prove your resolution, and rejoice to 
hear it; ’tis just, ’tis necessary. I have 
well weighed, and found it so. 

Lucy: [ Aside. ] I’m afraid the young 
man has more sense than she thought 
he had. 

Barnwell: Before you came I had de- 
termined never to see you more. 

Millwood: [Aside."] Confusion! 

Lucy: [Aside .] Ay! we are all out; this 
is a turn so unexpected, that I shall 
make nothing of my part; they must 
e’en play the scene betwixt them- 
selves. 

Millwood: ’Twas some relief to think, 
though absent, you would love me still; 
but to find, though fortune had been 
kind, that you, more cruel and incon- 
stant, had resolved to cast me off. This, 
as I never could expect, I have not 
learnt to bear. 

Barnwell: I am sorry to hear you 
blame in me a resolution that so well 
becomes us both. 

Millwood: I have reason for what 1 
do, but you have none. 

Barnwell: Can we want a reason for 
parting, who have so many to wish we 
never had met? 

Millwood: Look on me, Barnwell; am 
I deformed or old, that satiety so soon 
succeeds enjoyment? Nay, look again; 
am I not she whom yesterday you 
thought the fairest and the kindest of 
her sex, whose hand, trembling with 
ecstasy, you pressed and molded thus, 
while on my eyes you gazed with such 
delight, as if desire increased by being 
fed? 

Barnwell: No more! Let me repent my 
former follies, if possible, without re- 
membering what they were. 

Millwood: Why? 

Barnwell: Such is my frailty that ’tis 
dangerous. 
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Mill and Where is the danger, since 
ve are to part 5 

Bun , til 1 he thought of that al- 
readv is too p unful 

Mill 10 d If it be painful to part, 
then I m iv hope at least you do not 
hate me 5 

Barnull No. — no, — I never said I 
did 1 — O my heart 1 

Mill mod Perhaps you pit\ me 5 
Barn till I do, I do, indeed, I do 
Mill mod 3 ou’ll think upon me 5 
Barnwell Doubt it not while I can 
think at all 

Mill lood 3 ou may judge an embrace 
at parting too great a favor, though it 
would be the last 5 [He draws back ] A 
look shall then suffice, — farewell forever 
[ Exeunt Millwood and Lucyd\ 

Scene X 
[Barnwell ] 

Barnwell If to resolve to suffer be to 
conquer, I have conquered. Painful 
victory 1 

Scene XI 


[Barnwell, Millwood and Lucy who 
return 3 

Mill mod One thing I had forgot I 
never must return to my own house 
again This I thought proper to let you 
know, lest v our mind should change, and 
you should seek in v am to find me there 
Forgive me this second intrusion, I only 
came to give you this caution, and that, 
perhaps, w is needless 

Barn veil I hope it was, yet it is kind, 
and I must thank you for it 

Mill mod My friend, your arm [To 
Lucy ] Now I am gone forever [Going 3 
Barnwell One thing more, — sure, 
there’s no danger in my knowing where 
you go 5 If you think otherwise — 

Mill od 'Mas' [Weeping ] 

L iCj [ hide 3 Wc arc right I find, 
that’s my cue — Ah, dear sir, she’s going 
she knows not whither, but go she must 
Barn till Humanity obliges me to 


wish vou well, why will you thus expose 
V ourself to needless troubles ? 

Lnc\ Nay, there’s no help for it She 
must quit the tow n immediately, and the 
S kingdom as soon as possible, it vis no i 
small matter, you may be sure, that 
could make her resolve to leave you 
Millwood No more, my friend, since 
he for whose dear sake alone I suffer, and 
io am content to suffer, is kind and pities 
me Where’er I wander through wilds 
and deserts, benighted and forlorn, that 
thought shall giv e me comfort 

Barnwell Tor my sake I O tell me 
IS how, which way am I so cursed as to I 
bring such ruin on thee 5 

Millwood No matter, I am contented 
with my lot 

Barnwell Leave me not in this mcer- 
20 tamtv 

Millwood I have said too much 
Barnwell How, how am I the cause of 
your undoing 5 

Millwood 'Twill but increase your 
25 troubles 

Barnwell My troubles can't be 
greater than they are 

Lucs Well, well, sir, if she won't sat- 
isfy you, I will 

30 Barnwell I am bound to you beyond 
expression 

MilVcood Remember, sir, that I de- 
sired vou not to hear it 

Barnwell Begin, and ease my racking 
35 expectation 

Luci Why vou must know, my lady 
here was an only child, but her parents 
dying while she w as young, left her and 
her fortune, (no inconsiderable one, I 
40 assure you) to the care of a gentleman 
who has a good estate of his own 
Millwood Ay, ay, the barbarous man 
is rich enough, — but what are riches 
when compared to love? 

45 Luc\ For a while he performed the 
office of a faithful guardian, settled her * 
in a house, hired her serv ants, — but you 
have seen m vvh it manner 'he lived, so 
I need say no more of that 
50 Millwood I low I shall live hereafter, 
heaven knows. 
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Lucy: All things went on as one could Lucy: Now I advised her, sir, to eom- 
wish, till, some time ago, his wife dying, ply with the gentleman, that would not 
he fell violently in love with his charge, only put an end to her troubles, but 
and would fain have married her. Now make her fortune at once. 


the man is neither old nor ugly, but a 
good, personable sort of a man, but I 
don’t know how it was, she could never 
endure him, that he brought in an ac- 
count of his executorship, wherein he 
makes her debtor to him. — 

Millwood: A trifle in itself, but more 
than enough to ruin me, whom, by this 
unjust account, he had stripped of all 
before. 


S Barnwell: Tormenting fiend, away! — 
I had rather perish, nay, see her perish, 
than have her saved by him; I will my- 
self prevent her ruin, though with my 
own. A moment’s patience, I’ll return 
10 immediately. — [Exiti] 

Scene XII 
[Millwood and Lucy . ] 


Lucy: Now she having neither money 15 Lucy: ’Twas well you came, or, by 
nor friend, except me, who am as un- what I can perceive, you had lost him. 
fortunate as herself, he compelled her to Millwood: That, I must confess, was a 
pass his account, and give bond for the danger I did not foresee; I was only 

sum he demanded; but still provided afraid he should have come without 

handsomely for her and continued his 20 money. You know a house of entertain- 

courtship, till, being informed by his ment like mine, is not kept with nothing, 

spies (truly 1 suspect some in her own Lucy: That’s very true; but then you 
family) that you were entertained at her should be reasonable in your demands; 
house, and stayed with her all night, he ’tis pity to discourage a young man. 
came this morning raving, and storming 45 [Enter Barnwell .] 
like a madman, talks no more of mar- 
riage (so there’s no hopes of making up Scene XIII 


matters that way) but vows her ruin, 
unless she’ll allow him the same favor 


[Barnwell, Millwood, and LucyiJ 


that he supposes she granted you. 30 Barnwell: [Aside -2 What am I about 
Barnwell: Must she be ruined, or find to do! Now you, who boast your reason 
her refuge in another’s arms? all sufficient, suppose yourselves in my 

Millwood: He gave me but an hour to condition, and determine for me, 
resolve in, that’s happily spent with whether it’s right to let her suffer for my 
you; — and now I go. — 35 faults, or, by this small addition to my 

Barnwell: To be exposed to all the guilt, prevent the ill effects of what is 
rigors of the various seasons; the sum- past. 

mer’s parching heat, and winter’s cold; Lucy: [Aside 7 \ These young sinners 
unhoused to wander friendless through think everything in the ways of wicked- 

the unhospitable world, in misery and 40 ness so strange, — but I could tell him 
want; attended with fear and danger, that this is nothing but what’s very 

and pursued by malice and revenge, common; for one vice as naturally be- 

wouldst thou endure all this for me, and gets another, as a father a son. But he’ll 

can I do nothing, nothing to prevent it? find out that himself, if he lives long 

Lucy: ’Tis really a pity, there can be 45 enough, 
no way found out. Barnwell: Here take this, and with it 

Barnwell: 0 where are all my resolu- purchase your deliverance; return to 

tions now? Like early vapors, or the your house, and live in peace and safety, 

morning dew, chased by the sun’s warm Millwood: So I may hope to see you 
beams they’re vanished and lost, as 50 there again. 

though they had never been. Barnwell : Answer me not, — but fly, * 
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lest, in the agonies of my remorse, I take and generosity were my motives. Is 

again what is not mine to give, and virtue inconsistent with itself, or are 

abandon thee to want and misery. vice and virtue only empty names? Or 

Millwood: Say but you'll come. — do they depend on accidents beyond oui 

Barnwell: You are my fate, my 5 power to produce, or to prevent, wherein 

heaven, or my hell. Only leave me now, we have no part, and yet must be de- 

dispose of me hereafter asjyou please. termined by the event? — But why 

{Exeunt Millwood and Lucy.] should I attempt to reason? All is con- 

fusion, horror, and remorse; — I find I 
Scene XIV 10 am lost, cast down from all my late 

erected hopes and plunged again in 
{Barnwell.] guilt, yet scarce know how or why — 

What have I done? Were my resolu- 
tions founded on reason, and sincerely Such undistinguished horrors make my j 
made? why then has heaven suffered me 15 brain, 

to fall? I sought not the occasion; and, Like hell, the seat of darkness, and of 
if my heart deceives me not, compassion pain. {Exit.] 

QUESTIONS ON ACT II 

1. Note Thorowgood’s last speech in Scene iv. Why does it make for a 
sentimental effect? 

2. What effect is produced by the method which Lucy and Millwood 
use in Scene xi to win back Barnwell? 

3. Study Barnwell’s next-to-Iast speech in Scene ii. How successful is 
Lillo in conveying Barnwell’s feelings? Is the method right? 

4. In Thorowgood’s first speech in Scene iv, what is the matter with his 
use of the phrase, “When we have offended Heaven”? With his heavy use, 
in later speeches, of such abstract nouns as folly, reason, pleasure, etc. ? 

5. Do Barnwell’s soliloquies in Scenes i, iii, and xiv accomplish what the 
author intends? Why? 

6. What does Lillo intend to indicate by the near-quarrel in Scene ii? 
Is the embrace the proper outcome for this scene? How can we account for 
the author’s using such an ending? 

7. In this act we see the extremes to which an old style of breaking up 
the act was carried: with each change of persons on the stage, a new 
scene is indicated. What is the objection to this method of division ? 


ACT III 
Scene I 

{Enter Thorowgood and Trueman]] 
Thorowgood: Methinks I would not 
have you only learn the method of mer- 
chandize and practise it hereafter 
merely as a means of getting wealth. 
'Twill be well worth your pains to study 
it as a science. See how it is founded in 


reason and the nature of things. How it 
has promoted humanity, as it has opened 
and yet keeps up an intercourse between 
nations far remote from one another in 
5 situation, customs, and religion; pro- 
moting arts, industry, peace and plenty, 
by mutual benefits diffusing mutual love 
from pole to pole. 

Trueman: Something of this I have 
10 considered, and hope, by your assist- 
ance, to extend my thoughts much 
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farther. I have observed those countries fixed and collected in itself, with indif- 
where trade is promoted and encouraged ference beholds the united force of earth 
do not make discoveries to destroy, but and hell opposing. Such souls are raised 
to improve mankind by love and friend- above the sense of pain, or so supported 
ship, to tame the fierce, and polish the 5 that they regard it not. The martyr 
most savage, to teach them the advan- cheaply purchases his heaven. Small are 
tages of honest traffic by taking from his sufferings, great is his reward; not so 
them with their own consent their use- the wretch who combats love with duty, 
less superfluities, and giving them in when the mind, weakened and dissolved 
return what, from their ignorance in 10 by the soft passion, feeble and hopeless 
manual arts, their situation, or some opposes its own desire. What is an hour, 
other accident they stand in need of. a day, a year of pain, to a whole life of 
Tliorotegood: ’Tis justly observed. The tortures, such as these? [Enter True- 
populous east, luxuriant, abounds with man.] 
glittering gems, bright pearls, aromatic 15 

spices, and health-restoring drugs. The Scene III 

late found western world glows with un- _ 

numbered veins of gold and silver ore. [Trueman and M ana.] 

On every climate, and on every country, Trueman: O, Barnwell! O, my friend, 
heaven has bestowed some good peculiar 20 how art thou fallen ! 
to itself. It is the industrious merchant’s Maria: Ha! Barnwell! What of him? 
business to collect the various blessings Speak, say what of Barnwell? 
of each soil and climate, and, with the Trueman: ’Tis not to be concealed, 

product of the whole, to enrich his na- I’ve news to tell of him that w ill afflict 

tive country. 25 your generous father, yourself, and all 

Well! I have examined your accounts, who knew him. 

They are not only just, as I have always Maria: Defend us, Heaven! 
found them, but regularly kept, and Trueman: I cannot speak it. — See 

fairly entered. I commend your dili- there. [Gives a letter, Maria reads.] 

gence. Method in business is the surest 30 Maria: 
guide. He who neglects it frequently Trueman, 

stumbles, and always wanders per- I know my absence will surprise my 
plexed, uncertain, and in danger. Are honored master, and yourself; and the 
Barnwell’s accounts ready for my in- more, when you shall understand that 
spection? He does not use to be the last 35 the reason of my withdrawing, is my 
on these occasions. having embezzled part of the cash with 

Trueman: Upon receiving your orders which I was entrusted. After this, ’tis 

he retired, I thought in some confusion, needless to inform you that 1 intend 

If you please, I’ll go and hasten him. I never to return again. Though this 

hope he hasn’t been guilty of any 40 might have been known by examining 

neglect. my accounts; yet, to prevent that un- 

Thorozvgood; I’m now going to the necessary trouble, and to cut all fruitless 

Exchange; let him know, at my return, expectations of my return, I have left 

1 expect to find him ready. [Exeunt.] this from the lost 

45 George Barnwell. 

Scene II Trueman: Lost indeed! Yet how he 

. ... . , should be guilty of what he there charges 

[Enter Mana with a book; she sits and himself withal> raises my won der equal 

reads.] to nly g r j e f. Never had youth a higher 

Maria: How forcible is truth! The 50 sense of virtue. Justly he thought, and 
weakest mind, inspired with love of that, as he thought he practised; never was 
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life more regular than his, an under- 
standing uncommon at lus years, an 
open, generous, manliness of temper, his 
manners eas\, unaffected and engaging 
Malta this and much more you 
might ha\ e said with truth — He was 
the delight of e\ery eye, and joy of 
e\ try he irt that knew him 

7 rut man Since such he was, and was 
my fnend, can I support his loss 5 See, 1 
the fairest and happiest maid this 
wealthy city boasts, kindly condescends 
to weep for thy unhappy fate, poor, 
ruined Barnwell 1 

Mana 1 rueman, do you think a soul 1 
so delicate as his, so sensible of shame, 
can e’er submit to live a slave to vice? 

Tntnnan Nee er, neeer 1 So evell I 
knoev him, I’m sure this act of his, so 
contrare to his nature, must have been 2 
caused by some unavoidable necessity 
1 1 ana Is there no means yet to pre- 
sen. e him ? 

Trueman O' that there were 1 — But 
few men recoeer reputation lost, a mer-2 
chant neeer Nor eeould he, I fear. 


that — In the meantime, I’ll conceal his 
absence from your father, or find such 
excuses for it, that the real cause shall 
never be suspected 

5 Mana In attempting to save from 
shame, one whom we hope may vet re- 
turn to e irtue, to heaven and you, the 
judges of this action, I appeal, whether 
I hav e done anything misbecoming my 
0 sex and character 

Trueman Earth must approv e the 
deed, and heaven, I doubt not, will re- 
ward it 

Mana If heaven succeed it, I am 
; well rewarded A \ lrgin’s fame is sullied 
by suspicion’s slightest breath, and 
therefore as this must be a secret from 
my father and the world for 13 irnw ell’s 
sake, for mine, let it be so to him 
3 

Sclne IV 

[Millwood’s house ] 
[Discovered Lucy and Blunt ] 

; Luc 3 Well 1 what do you think of 
Millwood’s conduct now? 


though I should find him, ever be Blunt I own it is surprising I don’t 

brought to look his injured master in know which to admire most, her feigned, 
the face or his real p ission, though I lnv e some- 

Maria I fear as much, — and there- 30 times been afraid that her av inee would 
forewould never have mj father know it discover her — But his jouth md want 
Trueman That’s impossible of experience make it the easier to 1m- 

Maria What’s the sum? pose on him 

Trueman Tis considerable —I’ve Lucy No, it is his love To do him 

marked it here, to show it, with the 35 justice, notwithstanding his jouth, he 
letter, to x our father, at his return don’t want understanding, but vou men 

Mana If I should supply the money, are much easier imposed on in these 

could jou so dispose of that, and the affairs than jour vanity will illow you 
account, is to conceil this unhappy to believe Let me see the wisest of you 
mismanagement from my father? 40 all as much in love with me as 13 lrnwell 
Trueman Nothing moie easy — But is with Millwood, and I’ll engige to 

can you intend it? Will you s ive a help- make as great a fool of him 
less wretch from rum? Oh ' ’tw ere an act Blunt And all circumstances cor- 
vvorthy such exalted virtue as Maria s sidered, to make as much money of 
— Sure, heaven in mercy to my friend 43 him, too 

inspired the generous thought' Lucy I can’t answer for that Her 


Maria Doubt not but I would pur- 
chase so great a happiness at a much 
dearer price. — But how shall he be 
found ? 

Trueman: Trust to my diligence for 


artifice in making him rob his m ister at 
first, and the v inoiis strat igems, by 
which she has obliged him to continue in 
50 that course, istomsh even me, who 
know her so well 


J 
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Blunt But then you are to consider 
that the money was his master’s 

Lucy There was the diflieulty of it. 
Had it been his own, it had been noth- 
ing Were the world his, she might have 
it for a snnle But these golden days are 
done, he’s ruined, and Millwood’s hopes 
of farther profits there are at an end. 

Blunt That’s no more than we all ex- 
pected 

Lucy Being called by his master to 
make up his accounts, he was forced to 
quit his house and service, and wisely 
flies to Millwood for relief and enter- 
tainment 

Blunt I has e not heard of this before 1 
How did she receive him? 

Litc\ As you would expect She won- 
dered w hat he meant, w as astonished at 
his impudence, and, with an air of 
modesty peculiar to herself swore so 
heartily that she never saw him before 
that she put me out of countenance 

Blunt That’s much indeed! But how 
did Barnwell behave ? 

Lucy He griev ed, and at length, en- 
raged at this barbarous treatment, was 
preparing to be gone, and, making 
toward the door, showed a bag of money, 
w Inch he had stolen from his master, — 3 
the last he’s ever like to hav e from thence 

Blunt But then Millwood? 

Lucy Aye, she, with her usual ad- 
dress, returned to her old arts of 1} ing, 
swearing, and dissembling Hung on his 3 
neck, and wept, and swore ’twas meant 
in jest, till the easy fool, melted into 
tears, threw the money into her lap, 
and swore he had rather die than think 
her false 4 

Blunt Strange infatuation! 

Lucv But what follow ed was stranger 
still. As doubts and fears followed by 
reconcilement ever increase love where 
the p ission is sincere, so m him it caused 4 
so wild a transport of excessiv e fondness, 
such joy, such grief, such pleasure, and 
such anguish, that nature in him seemed 
sinking with the weight, and the 
chaimed soul disposed to quit his breast 5 
for hers. — Just then, when every passion 
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with lawless anarchy prevailed, and rea- 
son was in the raging tempest lost, the 
cruel, artful Millwood prevailed upon 
the wretched j’outh to promise what I 
S tremble but to think on 

Blunt I am ama/ed! What can it be? 
Lucy \ ou w ill be more so to hear it is 
to attempt the life of his nearest rela- 
tion, and best benefactor 
[o Blunt His uncle, whom we hav e often 
heard him speak of as a gentleman of a 
large estate and fair character in the 
country wheie he lives? 

Lucy The same She was no sooner 
:S possessed of the last dear purchase of his 
ruin, but her av ance, insatiate as the 
grave, demands this horrid sacrifice, 
Barnwell’s near relation, and unsus- 
pected virtue must give too easy means 
10 to sewe the good man’s treasure, whose 
blood must seal the dreadful secret, and 
prev ent the terrors of her guilty fears. 

Blunt Is it possible she could per- 
suade him to do an act like that 1 He is, 
13 by nature, honest, grateful, compas- 
sionate, and generous And though his 
love and her artful peisuasions have 
wrought him to practise what he most 
abhors, jet we all can witness for him 
with what reluctance he has still com- 
plied! So many tears he shed o’er each 
offence, as might, if possible, sanctify 
theft, ind make a merit of a crime 
Lucy ’Tis tiuc, at the naming the 
murder of his uncle, he started into rage; 
and, breaking from her arms, where she 
till then had held him with well dis- 
sembled lov e and false endearments, 
called her cruel monster, devil, and told 
her she w as born for his destruction She 
thought it not for her purpose to meet 
his rage with rage, but affected a most 
passionate ht of grief, railed at her fate, 
and cursed her wajvvard stars, that still 
her vv ants should force her to press him 
to act such deeds as she must needs 
abhor as well as he, but told lum 
necessity had no law and love no bounds; 
that therefore he never truly loved, but 
meant m her necessity to forsake her. 
Then kneeled and swore, that since by 
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his refusal he had given her cause to 
doubt his lo\e, she never would see him 
more, unless, to prove it true, he robbed 
his unde to supply her wants and 
murdered him to keep it from discov ery 

Blunt I am astonished 1 W hat said he? 

Luc\ Speechless he stood, but in his 
face you might hav e read that v arious 
passions tore his \ ery soul Oft he in an- 


would not be involved in the guilt of 
that for all the world. 

Luc\ Nor 1 , heaven knows, therefore 
let us clear ourselves by doing all that is 
5 in our power to prevent it I have just 
thought of a way that, to me, seems 
probable. Will you join with me to de- 
tect this cursed design? 

Blunt With all my heart How else 


guish threw his eyes towards heaven, io shall I clear myself 5 He who knows of a 
and then as often bent their beams on murder intended to be committed and 

her, then vv ept and groaned and beat his does not discover it in the eye of the law 

breast, at length, with horror not to be and reason is a murderer 
expressed, he cried, “Thou cursed fair! Z.«o Let us lose no time, I’ll ac- 
have I not giv en dreadful proofs of love? 15 quaint you with the particulars as we go. 
What drew me from my youthful inno- 
cence to stain my then unspotted soul „ 

but love 5 ^ hat caused me to rob my CENE V 

gentle master but cursed love? What [A walk at some distance from a 
makes me now a fugitive from his serv- 20 county seat] 
ice, loathed by myself, and scorned by _ 

all the world, but love? \\ hat fills my \- EnUr Barnwell ] 

eyes with tears, my soul with torture, Barnwell A dismal gloom obscures 
never felt on this side death before? the face of day; either the sun has 

Why love, love, love' And why, above 25 slipped behind a cloud, or journeys 
all, do I resolv e (for, tearing his hair, he dow n the vv est of heav en with more than 

cried, I do resolve') to kill my uncle?” common speed to avoid the sight of what 

Blunt W as she not moved? It makes I’m doomed to act Since I set forth on 

me weep to hear the sad relation this accursed design, where’er I tread, 

Luc', \ es, with joy that she had 30 methmks, the solid earth trembles be- 
gained her point She gave him no time neath my feet Yonder limpid stream, 

to cool, but urged him to attempt it m- whose hoary fall has made a natural cas- 

stantly He’s now gone, if he performs cade, as I passed by, in doleful accents 

it and esc ipes, there’s more money for seemed to murmur, “Murder” The 

her, if not, he’ll ne’er return, and then 35 earth, the air, the water, seem eon- 
she s fairlv rid of him cerned, but that’s not strange, the world 

Blunt ’I is time the world was rid of is punished, and nature feels the shock 
such a monster when Providence permits a good man’s 

Luc\ If we don’t do our endeavors to fall' Just heaven' Then what should I 
prevent this murder, we are as bad as 40 be' for him that was my father’s only 
she brother, and since his death has been to 

Blunt I m afraid it is too late me a father, who took me up an infant, 

Luc\ Perhaps not Her barbarity to and an orphan, reared me with tenderest 

Barnwell makes me hate her We’ve run care, and still indulged me with most 

too great a length with her already 1 45 paternal fondness, yet here I stand 
did not think her or myself so wicked, avowed his destined murderer' — I stiffen 

as I find upon reflection we arc with horror at my own impiety , ’tis yet 

Blunt I is true, vve hav e all been too unperformed \\ hat if I quit my bloody 

much so But there is something so purpose and fly the place' [607114, then 

horrid in murder that all other crimes 50 stops ]— But whither, O whither, shall 1 
seem nothing when compared to that I fly' My master’s onee friendly doors are 



GEORGE LILLO, THE LONDON MERCHANT 165 


ever shut against me, and vuthout passion and desire cease or sicken at the 

money Millwood will ne\ er see me more, \ lew ' The mmd scarce mov es, the blood, 

and life is not to be endured without her' eurdlmg and chilled, creeps slowly 

She’s got such firm possession of my through the -veins, fixed, still, and mo- 

heart, and governs there with such des- 5 tionless, like the solemn object of our 

potic sway' Aye, there’s the cause of all thoughts We are almost at present 


what we must be hereafter, till curiosity 
awakes the soul, and sets it on inquiry. — 

Scene VII 


my sin and sorrow ’1 is moie than lov e, 

’tis the fe\ er of the soul and madness of 
desire In v am does nature, reason, con- 
science, all oppose it, the impetuous 10 
passion bears down all before it, and 
drives me on to lust, to theft, and mur- [Uncle, enter George Banrull at a dis- 
der — Oh conscience' feeble guide to v ir- lance J 

tue, who only shows us when we go U licit O death, thou strange mys- 

astray, but wants the power to stop us 15 tenous power, seen every day, yet never 
in our course — Ha 1 in jonder shady understood but by the mcommunicativ e 
walk I see my uncle He’s alone Now de id, what art thou ? The extensive 
for my disguise [ Plucks out a -is or 3 nnnd of man, that with a thought circles 
This is his hour of private meditation the earth’s vast globe, sinks to the 
Thus daily he prepares his soul for 20 center, or ascends abov e the stars, that 
heav en, whilst I— but vv hat hav e I to do worlds exotic finds, or thinks it finds, 

thy thick clouds attempts to pass in 
vain, lost and bewildered in the horrid 
gloom, defeated she returns more doubt- 
25 ful than before, of nothing certain, but 
of labor lost [During tins spetch, Barn- 


vvith heaven' — Ha' No struggles. Con- 
science — 

Hence' Hence remorse, and ev’ry 
thought that’s good, 

The storm that lust began must end in 
blood 

[Puts on the visor, and dra is a pistol ] 


Scene VI 

[A close walk m a wood 3 
[Enter Uncle 3 


well sometimes pnsints tlu pistol, and 
drams it back again, at last he drops it , — 
at 'ditch Ins uncle starts, and drams his 
30 s,tiord 3 

Barnzull Oh, ’tis impossible' 

U nch \ man so near me, armed and 
masked' 

Barnhill Nay, then there’s no re- 
Uncle If I was superstitious, I should -- treat [Plucks a pomaid from Ins bosom, 
fear some danger lurked unseen, or and stabs him 3 

death were nigh A heavy melancholy U nclt Oh' I am slam' All gracious 
clouds my spirits, my imagination is heaven, regird the prayer of thy dving 

filled with gashly 1 forms of dreary servant' Bless with thy choicest bless- 

graves, and bodies changed by death, mgs my dearest nephew, forgive my 

when the pale lengthened visage attracts murderer, and take my fleeting soul to 

each weeping eye, and fills the musing endless mercy [Barn-ull thro-vs < tf Ins 

soul at once with grief and horror, pity mask, runs to Inm, and, kneeling him, 

and aversion I will indulge the thought raises and chaits him 3 
The wise man prepares himself for death 43 Bar in ell Expiring saint' Oh, mur- 

by making it familiar to his nnnd V hen dered, martyred uncle' Lift up your dv- 


strong reflections hold the mirror near, 
and the living in the dead behold their 
future selves, how does each inordinate 

1 Ghastly. 


ing eyes, and v lew v our nephew in v our 
murderer O do not look so ttndcrh 
upon me' Let indignation lighten fiom 
50 your eyes, and blast me ere you die. 
By heaven, he weeps in pity of my 
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woes. Tears, tears, for blood! The mur- 
dered, in the agonies of death, weeps for 
his murderer! 0, speak your pious pur- 
pose, pronounce my pardon then, and 
take me with you! — -He would, but 
cannot. 0 why, with such fond affection 
do you press my murdering hand! — 
What! will you kiss me! [Kisses him . — 
Uncle groans and dies.~\ He’s gone for- 
ever, and oh! I follow. — [Sci'oo«.r away 
upon his uncle’s dead body."] Do I still 
live to press the suffering bosom of the 
earth ? Do I still breathe, and taint with 
my infectious breath the wholesome air? 
Let heaven, from its high throne, in 
justice or in mercy, now look down on 
that dear murdered saint, and me the 
murderer. And, if his vengeance spares, 
let pity strike and end my wretched 
being. — Murder the worst of crimes, 
and parricide the worst of murders, and 
this the worst of parricides! Cain, who 


stands on record from the birth of time, 
and must to its last final period, as ac- 
cursed, slew a brother favored above 
him. Detested Nero, by another’s hand, 
5 dispatched a mother, that he feared and 
hated. But I, with my own hand, have 
murdered a brother, mother, father, and 
a friend; most loving and beloved. This 
execrable act of mine’s without a par- 
o allel, — O may it ever stand alone!— the 
last of murders, as it is the worst. — 

The rich man thus, in torment and de- 
spair, 

5 Preferred his vain, but charitable prayer. 
The fool, his own soul lost, would fain 
be wise 

For others’ good; but heaven his suit 
denies. 

o By laws and means well known we stand 
or fall, 

And one eternal rule remains for all. 


QUESTIONS ON ACT III 

1. Would there be any advantage, from the point of view of play con- 
struction, of having Barnwell murder Thorowgood, whom the reader 
knows, instead of an unknown uncle? Would this justify giving the victim 
the amount of space the uncle has in Scenes vi and vii? 

2. Is the Lucy-Blunt dialogue in Scene iv a piece of subtle and well- 
managed exposition ? 

3. What is the effect of Blunt’s last speech in Scene iv? Does such a plan 
of action make for tragic or melodramatic effects? 

4. In Scene v, what is the effect of Barnwell’s speaking of himself in 
such terms as “doomed” to commit murder? Of his deciding to go on with 
the murder because he has nowhere to go? 

5. Compare Barnwell’s dropping the gun in Scene vii with Lady Winder- 
mere’s dropping the fan in Act II of Wilde’s play. Which is more dramat- 
ically effective? Why? 

6. How relevant is Scene i ? 

7. Does Scene iv suggest to you any dramatic possibilities that Lillo 
missed ? 

8. Is there any motivation for Millwood’s demanding the “horrid 
sacrifice” that we learn about in Scene iv? 
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Maria: How does the unhappy youth 
defeat all our designs to serve him! Yet 
I can never repent what we have done. 
Should he return, ’twill make his recon- 
S ciliation with my father easier, and pre- 
serve him from future reproach from a 
malicious, unforgiving world. 

Maria: How falsely do they judge who 
censure or applaud, as we’re afflicted or 

rewarded here! I know I am unhappy, 10 Scene III 

yet cannot charge myself with any crime 

more than the common frailties of our L Enter to them Thorowgood and Lucy . 2 
kind that should provoke just heaven to Thorozogood: This woman here has 
mark me out for sufferings so uncom- given me a sad, (and bating some cir- 
t mon and severe. Falsely to accuse our- 15 cumstances) too probable account of 
selves, heaven must abhor; then it is Barnwell’s defection, 
just and right that innocence should Lucy: I am sorry, sir, that my frank 
suffer, for heaven must be just in all its confession of my former unhappy course 
ways. Perhaps by that they are kept of life should cause you to suspect my 
from moral evils, much worse than 20 truth on this occasion, 
penal, or more improved in virtue; or Thorozvgood: It is not that; your con- 
may not the lesser ills that they sustain, fession has in it all the appearance of 

be the means of greater good to others? truth. [7’o theini] Among many other 

Might all the joyless days and sleepless particulars, she informs me that Barn- 
nights that I have passed, but purchase 25 well had been influenced to break his 
peace for thee — trust, and wrong me, at several times, of 

Thou dear, dear cause of all my grief and considerable sums of money; now, as I 
pain, know this to be false, I would fain doubt 

Small were the loss, and infinite the gain: the w hole of her relation, too dreadful to 
Tho’ to the grave in secret love I pine, 50 be willingly believed. 

So life, and fame, and happiness were Maria: Sir, your pardon; I find myself 
thine. [Enter Trueman . ] on a sudden so indisposed, that I must 

retire. — [chide. 2 Providence opposes all 
Scene II attempts to save him. — Poor ruined 

. _ 35 Barnwell! — Wretched lost Maria! — 

, [Trueman and Mana -2 Maria -2 


ACT IV 
Scene I 

^Thorowgood’s house.] 
[Enter Maria . ] 


1 Maria: What news of Barnwell ? 

Trueman: None. — I have sought him Scene IV 

with the greatest diligence, but all in r _, , _ . , n 

„ Thorowgooa, 1 ruevian and Lucw I 
vain. 4° 

Maria: Doth my father yet suspect Thorowgood: How am I distressed on 
the cause of his absenting himself? every side! Pity for that unhappy youth, 

Trueman: All appeared so just and fear for the life of a much valued friend 
fair to him, it is not possible he ever — and then my child — the only joy and 
should; but his absence will no longer be 45 hope of my declining life. Her melan- 
concealed. Your father’s wise; and choly increases hourly and gives me 

(^though he seems to hearken to the painful apprehensions of her loss. — O 

friendly excuses, I would make for Trueman! this person informs me, that 
Barnwell, yet, I am afraid, he regards your friend, at the instigation of an im- 
’em only as such, without suffering them 50 pious woman, is gone to rob and murder 
to influence his judgment. his venerable uncle. 
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Trueman 0 execrable deed 1 I am 
blasted with the horror of the thought 
Luc\ This delay may ruin all 
Thoro t 0 ood \\ h it to do or think I 
know not, that he e\er wronged me, I 
know is false, the rest may be so too, 
there’s all my hope 

Triuman Trust not to that, rather 
suppose all true than lose a moment’s 
time, e\ en now the horrid deed may be 
a-doing — dreadful imagination 1 or it 
may be done, and we are vainly debat- 
ing on the means to prevent what is al- 
ready past 

Thoro c good [ Aside 3 This earnest- 
ness conv inces me that he knows more 
than he has yet discovered What ho 1 
Without there 1 who waits? 

Scene V 

[Enter to them a Servant 


Scene IX 
[Mtihvood’s house 3 
[ Enter Millwood ] 

Millwood I wish I knew the event of 
his design, the attempt without success 
would rum him Weill what have I to 
apprehend from that? I fear too much 
ioThe mischief being only intended, Ins 
friends, in pity of his youth, turn ill 
their rage on me I should have thought 
of that before Suppose the deed done, 
then, and then only, I shall be secure, 
15 or what if he returns without attempt- 
ing it at all? 


Scene X 

[ Mill vood, and Barnwell bloodv ] 
Mill rood But he is here, and I have 


Thoro-igood Order the groom to sad- done him wrong, his bloody hands shot; 
die the swiftest horse, and prepare him- he has done the deed, but show he wants 
self to set out with speed An affair of 25 the prudence to conceal it 
life and death demands his diligence Barn tell Where shall I hide me? 
[Exit Servant 3 Whither shall I fly to avoid the swift 

unerring hand of justice? 

Scene VI Mill cood Dismiss those fears, though 

, , r 30 thousands had pursued you to the door, 

[Tliorowgood, Trueman and Lucy 3 yet being entered here> you jre safe as 

Tliorowgood For you, whose behavior innocence, I have such a cavern, by art 
on this occasion I hav e no time to com- so cunningly contnv ed, that the piercing 
mend as it deserv es, I must engage your eyes of jealousy and revenge mi) search 
farther assistance — Return and observ e 35 in vain, nor find the entrance to the safe 


this Millwood till I come I have your 
directions, and will follow you as soon 
as possible [Exit Lucy 3 

Scene VII 

[Tliorowgood and Trueman 3 

Tliorowgood Trueman, you, I am 
sure, would not be idle on this occasion 
[Exit Tliorowgood 3 


retreat There will I hide you if any 
danger’s near 

Barn veil O hide me from myself if it 
be possible, for while I bear my con- 
40 science in my bosom, tho’ I were hid 
where man’s eye never saw, nor light 
e’er dawned, ’twere all in v nn lor that 
inmate, that impartial judge, will try, 
convict, and sentence me for murder, 
45 and execute me with never-ending tor- 
ments Behold these hands all crimsoned 


Scene VIII 
[Trueman 3 

Trueman He only who is a friend can 50 
j'udge of my distress [Exit 3 


o’er with my dear uncle’s blood 1 Here’s 
a sight to make a statue start vv ith hor- 
ror or turn a living man into 1 stitue 
Millwood Ridiculous' I hen it stems 
you are afraid of your own shadow, or 
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what’s less than a shadow, your con- 
science. 

Barnwell: Though to man unknown I 
did the accursed act, what can we hide 
from heaven’s omniscient eye? 5 

Millwood: No more of this stuff; what 
advantage have you made of his death, 
or what advantage may yet be made of 
it? Did you secure the keys of his 
treasure? Those no doubt were about io 
him? What gold, what jewels, or what 
else of value have you brought me? 

Barnwell: Think you 1 added sacrilege 
to murder? Oh! had you seen him as his 
life flowed from him in a crimson flood, 15 
and heard him praying for me by the 
double name of nephew and of murderer; 
alas, alas! he knew not then that his 
nephew was his murderer; how would 
you have wished as I did, tho’ you had 20 
a thousand years of life to come, to have 
given them all to have lengthened his 
one hour. But being dead, I fled the 
sight of what my hands had done, nor 
could I, to have gained the empire of the 25 
world, have violated by theft his sacred 
corpse. 

Millwood: Whining preposterous cant- 
ing villain! to murder your uncle, rob 
him of life, nature’s first, last, dear pre- 30 
rogative, after which there’s no injury — 
then fear to take what he no longer 
wanted! and bring to me your penury 
and guilt. Do you think I’ll hazard my 
reputation, nay my life, to entertain 33 
you? 

Barnwell: Oh ! — Millwood ! — This 

from thee? — But I have done, if you 
hate me, if you wish me dead; then are 
you happy, — for oh! ’tis sure my grief 40 
will quickly end me. 

Millwood: \_Asidei ] In his madness he 
will discover all, and involve me in his 
ruin; we are on a precipice from whence 
there’s no retreat for both. — Then 1045 
preserve myself — [j Pauses .] There is no 
other way; — ’tis dreadful, but reflection 
comes too late when danger’s pressing, 
and there's no room for choice. It must 
be done. £ Stamps .] 30 


Scene XI 

[ Enter to them a Servant."] 

Millwood: Fetch me an officer and 
seize this villain; he has confessed him- 
self a murderer. Should I let him escape, 
I justly might be thought as bad as he. 
C Exit Servant.] 

Scene XII 

[ Millwood and Barnwell.] 

Barnwell: O Millwood! sure thou dost 
not, cannot mean it. Stop the messenger, 
upon my knees I beg you, call him back. 
’Tis fit I die indeed, but not by you. I 
will this instant deliver myself into the 
hands of justice; indeed I will, for death 
is all 1 wish. But thy ingratitude so tears 
my wounded soul, ’tis worse ten thou- 
sand times than death with torture! 

Millwood: Call it what you will, I am 
willing to live; and live secure; which 
nothing but your death can warrant. 

Barnwell: If there be a pitch of 
wickedness that seats the author beyond 
the reach of vengeance, you must be se- 
cure. But what remains for me but a 
dismal dungeon, hard-galling fetters, an 
awful trial, and ignominious death, 
justly to fall unpitied and abhorred? — 
After death to be suspended between 
heaven and earth, a dreadful spectacle, 
the warning and horror of a gaping 
crowd. This I could bear, nay wish not 
to avoid, had it but come from any hand 
but thine. — \_Enter Blunt, Officer and 
Attendants.] 

Scene XIII 

[ Millwood , Barnwell, Blunt, Officer 
and Attendants.] 

Millwood: Heaven defend me! Con- 
ceal a murderer! Here, sir, take this 
youth into your custody; I accuse him 
of murder and will appear to make good 
my charge. [ They seize him.] 

Barnwell: To whom, of what, or how 
shall I complain? I’D not accuse her; the 
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hind of heaven is in it, and this, the 
punishment of lust and parricide 1 Yet 
heaven, that justly cuts me off, still 
sufFers her to live, perhaps to punish 


Mill vood Well, you have found her 
then I am Millwood 

Thorowgood Then you are the most 
impious wretch that e’er the sun beheld 


others Tremendous mercy' So friends 5 Millwood From your appearance ] 


are cursed with immortality to be the 
executioners of heav en — 

Be warned, ye youths, who see my sad 
despair, 


should hav e expected w lsdom and mod- 
eration, but your manners belie your 
aspect What is your business here? I 
know you not 


Av old lewd women, false as they are fair, 10 7 horowgood Hereafter j ou may know 

By reason guided, honest joys pursue, me better, I am Barnwell’s master 
The fair, to honor, and to virtue true, Millwood Then you are master to a 

Just to herself, will ne’er be false to villain, which, I think, is not much to 
you your credit 

By my example learn to shun my fate, 15 Thorowgood Had he been as much 
(flow wretched is the man who’s wise above thy arts as my credit is superior 
too late') to thy malice, I need not blush to own 

Ere innocence, and fame, and life be lost, him 

Here purchase wisdom cheaply, at my Millwood My arts? I don’t under- 
cost {Exeunt~\ 20 stand you, sir' If he has done amiss, 

what’s that to me ? Was he my servant, 
Scene XIV or yours ? You should have taught him 

LManC,,t MtUu ° 0d and Bhint ] ^Thorowgood Why should I wonder to 

Millwood Where’s Lucy ! 1 Why is she 25 find such uncommon impudence m one 
absent at such a time ' 1 arrived to such a height of wickedness' 

Blunt Would I had been so too, thou When innocence is banished, modesty 
devil' soon follows Know, sorceress, I’m not 

Millwood Insolent' This to me' ignorant of any of your arts by which 

Blunt The worst that we know of the 30 you first deceived the unwary youth I 
devil is, that he first seduces to sin, and know how, step by step, you’ve ltd him 
then betrays to punishment {Exit on, reluctant and unwilling, from crime 


Blunt J to crime to this last horrid act w Inch you 

Scene XV contrived and by your cursed wiles even 

r Millwood "1 35 forced him to commit, and then be- 

J trayed him 

Millwood They disappiove of my \Iillwood {Aside j 11 a 1 Lucy has got 
conduct, and mean to take this oppor- the advantage of me, and accused me 

t unity to set up for themselv es My ruin first, unless I can turn the lccusation, 

is resolved, I see my danger, but scorn 40 and fix it upon her and Blunt, I am lost 
both it and them I was not born to fall Thorowgood Had I known your cruel 
by such weak instruments Enter Thor- design sooner, it had been prevented To 
owgood J see y OU punished as the law directs, is all 

Scene XVI that now remains Poor satisfaction, for 

{Thorowgood and Millwood ] +S he ’ lnn °£ ent as ^ « compared to you, 

must suiter too But hea\en, who knows 
Thorowgood Where is the scandal of our frame, and graciously distinguishes 
SeX \u L ^ curse of ours ? between frailty and presumption, will 

vul l j °° d " " at means this insolence' make a difference, though mm c mnot, 
Who do you seek? 50 who sees not the heart, but only judges 

Thorowgood Millwood by the outward action 


Scene XV 


{Millwood J 

Millwood They disappiove of my 
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Mill tot 1 1 I find, sir, w e arc both un- 
happ\ m our sen ants I n is surprised 
at such ill Ueatment, from a gentleman 
of your appearance without cause, and 
therefore too hastily returned it, for 
which I ask. 3 our pardon I now pcrcen e 
you have been so far imposed on, as to 
think me engaged m a former corre- 
spondence w ith your sen ant, and, some 
way or other, accessory to his undoing i 
Ihoio-t^ood I charge you is the 
cause, the sole cause of all his guilt, and 
all his suffering, of all he now endures, 
and must endure, till a tiolent and 
'shameful death shall put a dreidful i 
period to his life and miseries together 
A IilHood ’ 1 is \ ery strange, but 
who’s secure from scandal and detrac- 
tion' 1 So far from contributing to his 
ruin, I never spoke to him till since that 2 
fatal accident, which I lament is much 
as \ou ’Tis true, I have a servant, on 
whose account he has of lite frequented 
my house, if she has abused my good 
opinion of her, am I to blame ? Hasn’t 2 
Barnwell done the same by you ? 

Ihorowgood I hear you, pray go on 
Millwood I have been informed he 
had a violent passion for her, and she 
for hnn, but I always thought it mno-3 
cent, I know her poor and given to ex- 
pensiv e pleasures Novv who can tell but 
she may have influenced the amorous 
youth to commit this murder, to supply 
| her evtrav agancies ? It must be so I novv 3 
recollect a thousand eircumst inces that 
confirm it I’ll hav c her and a man serv- 


J horn i^uod I do, and of betraying 
him when it was done 

Millwood That which you call be- 
traying him, may convince you of my 
S innocence She who loves him, though 
she contrived the murder, would never 
have delivered him into the hands of 
justice, as I, struck with the horror of his 
crimes, have done 

o l koto tgoocl | [Aside 3 How should an 
unexperienced vouth escape her snares' 1 
1 he powerful magic of her wit and form 
might betray the vv lsest to simple dotage 
and fire the blood that age had froze 
5 long since Lven I, that with just preju- 
dice came prepared, had, by her artful 
storv , been deceiv ed, but that mv strong 
conviction of her guilt makes even a 
doubt impossible — Those whom subtly 
oyou would accuse, you know are vour 
accusers, and what proves unanswer- 
ably, their innocence, and your guilt — 
they accused you before the deed was 
done, and did all th it was in their power 
j to hav e prev ented it 

Mill toad Sir, you are very hard to be 
convinced, but I have such a proof, 
which, when produced, will silence all 
objections [£u/] 
o 

SCENL XVII 

[Thoro-igood, and enter Lucy, True- 
man, Blunt, Officers, fife 3 

5 Luc\ Gentlemen, pray place v our- 
selves, some on one side of that door, 
and some on the other, w itch her en- 


ant that I suspect as an accomplice, trance, and ict is vour prudence shill 
secured immediately I hope, sir, ymu direct you — Ilusvvav — [to Tkoio t^ood'] 
will lay aside your ill-grounded sus- 40 and note her bchav lor, I hav e obscrv cd 
picions of me, and join to punish the her, she’s driven to the last extremity, 
real contrivers of this bloody deed [Of- and is forming some desperate resolu- 
fers to go 3 tion — I guess at her design — 

'Ihoroigood Madam, you pass not 
this way I see your design, but shall 45 Scent XVIII 


protect them from your malice 

Villa od I hope you will not use 
your influence ind the credit of your 
name to screen such guilty wretches 


[Enter to them, Millwood tilth a pistol, 
— Trueman secures htr 3 

Trueman Here thy power of doing 


Consider, sir, the wickedness of persuad- 50 mischief ends, deceitful, cruel, bloody 


ing a thoughtless youth to such a crime, woman! 
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Mill ood Fool, hypocrite, v lllain ' — 
M in' thou can’st not call me that 

1 111, man To call thee woman were to 
wrong the sex, thou devil' 

Mill load That imaginary being is an 
emblem of thy cursed sex collected A 
mirror, wherein each particular man 
may see his own likeness and that of all 
mankind' 

T m man Think not, by aggravating! 
the fault of others, to extenuate thy ow n, 
of which the abuse of such uncommon 
perfections of nund and body is not the 
least 

Milljood If such I had, well may 1 1 
curse vour barbarous sex, who robbed 
me of ’em, ere I knew their worth, then 
left me, too late, to count their v alue by 
their loss' Another and another spoiler 
came, and all my gain w as pov erty and z 
reproach My soul disdained, and yet 
disdains, dependence and contempt. 
Riches, no matter by what means ob- 
tained, I saw, secured the worst of men 
from both, I found it therefore necessary 2 
to be rich, and, to that end, I summoned 
all mv arts A ou call ’em wicked, be it 
so, they were such as my com ersa- 
tion with your sex had furnished me 
withal y 

Thoro igood Sure none but the worst 
of men conversed with thee 

1 IilHood Men of all degrees and all 
professions I hav e known, yet found no 
difference, but in their see eral capacities , 3 
all were alike wieked to the utmost of 
rheir power In pride, contention, a\ a- 
nee, cruelty, and rev enge, the re\ erend 
pr.csthood were my unerring guides 
1 10m suburb-magistrates, who In e by 4, 
iuined reputations, as the unhospitable 
natives of Cornwall do by shipwrecks, I 
learned that to charge my innocent 
neighbors with my crimes was to merit 
their protection, for to screen the guilty, 4 
is the less scandalous, when many are 
suspected, and detraction, like darkness 
and de ith, blackens all objects and 
lev els all distinction Such are vour venal 
magistrates, who favor none but such as, 5 
by their office, they are sworn to punish 


\\ ith them, not to be guilty is the worst 
of crimes, and large fees pnvately paic 
is every needful virtue 

Tlioro r igood Your praetiee his suffi- 
5 ciently discovered your contempt ol 
laws, both human and divine, no won- 
der then that you should hate the offi- 
cers of both 

MilHood I hate you all, I know you, 
o and expect no mercy, nav, I ask for 
none, I have done nothing that I am 
sorry for, I followed my inclinations and 
that the best of you does every day AH 
actions are alike natural and indifferent 
3 to man and beast, who devour, or are 
devoured, as they meet with others 
weaker or stronger than themselves 
Thoro'igood What pity it is, a mind 
so comprehensive, daring and mquisi- 
0 tiv e, should be a stranger to religion’s 
sweet, but powerful charms 

MilHood I am not fool enough to be 
an atheist, though I have known enough 
of men’s hy poensy to make a thousand 
5 simple women so Whatever religion is 
in itself, as practised by mankind, it has 
caused the evils \ou say it vv is designed 
to cure War, plague, and f mune have 
not destroyed so many of the human 
0 race, as this pretended pietv li is done, 
and with such barbarous cruelty, as if 
the only way to honor heaven were to 
turn the present world into hell 

Thoro igood Truth is truth, though 
5 from an enemy and spoke in malice 
A ou bloody, blind, and superstitious 
bigots, how will you answer this? 

Millirod What are vour livvs, of 
which you make your boast, but the 
3 fool’s wisdom and the tow ird’s valor, 
the instrument and screen of all your 
villainies, by which you punish in others 
what you act yourselves, or would have 
acted, had you been m their circum- 
5 stances? The judge who condemns the 
poor man for being a thief had been a 
thief himself had he been poor 1 hus you 
go on deceiving and being deceived, 
harassing, plaguing, and destroying one 
o another, but women art your universal 
prey 
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Women, by whom you are, the source 
of joy , 

W ith cruel arts you labor to destroy 
A thousand ways our rum you pursue, 
"Vet blame in us those arts, first taught 
by you 

0 may, from hence, each v lolated maid, 
By flattering, faithless, barb’rous man 
betrayed, 6 


When robbed of innocence and -virgin 
fame 

From you* destruction raise a nobler 
name, 

To right their sex’s wrongs devote their 
mind, 

And future Millwoods prove to plague 
mankind io 


QUESTIONS ON ACT IV 

1 The staking thing about Scene x is the irony, theie is a relatively 
small amount of direct homily. Does Lillo serve his purpose, which is to 

'teach a lesson, more or less effectively in this scene? 

2 Comment on Thoiowgood’s first speech in Scene xvi 

3 How dramatic is the soliloquy m Scene i ? 

4 Point out the irony in Scene n Is it effective? 

3 Does Scene iv accomplish anything ? 

6 Is theie anything in Scene x which might lead you to think that Lillo 
mav have been modeling Millwood on Lady Macbeth? If that was his 
purpose, how well does he succeed ? 

7 Is Lillo on the right tiack in Barnwell’s speech in Scene xm? 

b In Scene xvm Lillo is about as far as possible from tragic effect. Study 
the scene with caic What is wrong with the various speeches of Thoiow- 
good, especially the last? 


ACT V 
Scene I 

[]A room in a prison ] 

\_Cnler Thoro i good , Blunt and Luc v 3 

Thoro vgood I have recommended to 
Barnwell a reverend divine whose judg- 
ment and integrity I am well acquainted 
with, nor has Millwood been neglected, 
but she, unhappy woman, still obstinate, 
refuses his assist ince 

Lucy This pious chanty to the af- 
flicted well becomes your character, yet 
pardon me, sir, if I wonder you were not 
at their trial 

7 hoi o^good I knew it was impossible 
to save him, and I and my family bear 
so gr«.at a part m his distress, that to 
have been present would have aggra- 
vated our sorrows without reliev mg his. 

Blunt It was mournful, indeed 


Barnwell’s youth and modest deport- 
ment as he passed drew tears from every 
eye When placed at the bar and ar- 
raigned before the rev erend judges, with 
S many tears and interrupting sobs he 
confessed and aggnv ited his offenees, 
without iccusing, or once reflecting on, 
Millwood, the sh imeless author of his 
ruin, who, dauntless and unconcerned, 
o stood by his side, viewing with visible 
pride and contempt the vast assembly, 
who all with svmpithizmg sorrow wept 
for the wretched y outh Millwood, w hen 
called upon to answer, loudly insisted 
5 upon her innocence, and made an aitful 
and a bold defence, but finding all in 
vain, the impartial jury' and the le irned 
bench concurring to find her guiltv , how 
did she curst herself, poor Barnwell, us, 
o her judges, all mankind, butwhat eould 
that avail? She was condemned, and is 
this day to suffer with him 

Thorozvgood The time draws on, I am 
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going to \ lsit Barnwell, as you are Mill- 
wood 

Lui\ We have nol wiunged liel, jet I 
dread this inters lew She’s proud, im- 
patient, wrathful, and unforgiving To 
be the branded instruments of v enge- 
ance, to suffer in her shame, and sym- 
pathize w ith her in all she suffers, is the 
tribute we must pav for our former lll- 
spent lues, ind long confederacy with i 
her in wickedness 

7 hi ro t good Happv for you it ended 
when it did W hat \ou hav e done against 
Millwood, I know, proceeded from a just 
abhorrence of her crimes, free from in- i 
tercst, malice, or revenge Proselytes to 
v irtue should be encouraged Pursue 
your proposed reformation, and know 
me hereafter for your friend 

Luc\ This is a blessing as unhoped 21 
for as unmerited, but heaven, that 
snatched us from impending ruin, sure 
intends vou as its instrument to secure 
us from apostasv 

Thoro (.good With gratitude to im- 
pute your deliverance to heaven is just 
Many, less virtuouslv disposed than 
Barnwell was, have never fallen in the 
manner he has done, — mav not such 
owe their safety rather to Providence 
than to themselv es ; With pity and com- 
passion let us judge him Great were his 
faults, but strong was the temptation 
Let his ruin learn us diffidence, hu- 
manity and circumspection, for we, 
who wonder at his fate, perhaps had we 
like h im, been tried, — like him, we had 
fallen, too 

Sci -sr II 

[A dungeon, a table and lamp] 

[Enter Thoro-cgood, to Barmell read- 
>”g] 

7 horo'igood See there the bitter fruits 


forgive this last unwilling disrespect, — 
indeed I saw you not 

Thuru 0 guud ’Tis well. I hope you 
were better employed m v tewing of your- 
S self, your journey’s long, your time for 
preparation almost spent I sent a rev- 
erend div me to teach you to improv c it 
and should be glad to hear of his success 
Barirull The word of truth, which 
o he recommended for my constant com- 
panion in this my sad retirement, has at 
length removed the doubts I labored 
under From thence I’ve learned the in- 
finite extent of heavenly mercy, that my I 
5 offences, though great, are not unpar-'l 
donable, and that ’tis not my interest 
only, but my duty, to believe and to 
rejoice in that hope So shall heav en re- 
ceiv e the glory, and future penitents the 
3 profit of my example 

Thoro-igood Go on How happy am 
I who liv e to see this 1 

Barircell ’Tis wonderful that words 
should charm despair, speak peace and 
5 pardon to a murderer’s conscience, but 
truth and mercy flow m ev erv sentence, 
attended with force and energy divine 
How shall I describe my present state 
of mind 3 1 hope in doubt, and trembling 
o I rejoice I feel my grief increase, ev en a i 
my fears give way Joy and gratitude 
now supply more tears than the horror 
and anguish of despair before 

Thoroztgood These are the genuine 
5 signs of true repentance, the only pre- 
paratory, certain w ay to cv crlasting 
peace O the joy it gives to see a soul 
formed and prepared for heiven 1 For 
this the faithful minister dev otes himself 
oto meditation, abstinence, and prayer, 
shunning the vain delights of sensual 
joys, and daily dies that others may live 
forever For this he turns the sacred 
volumes o’er, and spends his life in pam- 
5 ful search of truth The love of riches 


of passion’s detested reign and sensual 
appetite indulged Severe icflections, 
penitenu , and terns 1 

Bainu,dl jeering] My honored, in- 
jured master, whose goodness has cov- 
ered me a thousand times with shame, 


and the lust of power, he looks on with 
just contempt and detestation, who 
only counts for wealth the souls he wins, 
and whose highest ambition is to serve 
;o mankind If the rewaid of all his pains 
be to preserve one soul from w indering 
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or turn one from the error of his ways, 
how docs he then rejoice and own his 
little labors over-paid 1 

Barn tell What do I owe for all your 
generous kindness ' Hut though I cannot, 
heaven can, and will, reward you 

7 /io/o t good lo see thee thus is joy 
too great for words Farewell' Heaven 
strengthen thee' 1 arcwell' 

Bantu eV Oh, sir, there’s something I 
could say, if m\ sad swelling heart 
would give me le ive 

1 11010 tgoor/ Give it v ent a while and 
try 

’ Bar no. ell I had a friend (’tis true I 
am unworth}) yet methinks vour gen- 
erous ex impic might persu ide — could I 
not see him once before I go from 
whence there’s no return ' 

7 horr u b r» d He’s coming, and as 
much thy friend is ever, but I’ll not 
anticipate Ins sorrow [ 4 stde ] Too 
soon he’ll see the sad effect of his con- 
tagious rum 1 his torrent of domestic 
misery be 11s too hard upon me, I must 
retire to indulge a weakness I hnd im- 
possible to ov ercome — Much loved— and 
much I invented youth, —farewell 'Heaven 
strengthen thee' Eternally farewell' 
Barn veil The best of masters and of 
men, farewell — While I live, let me not 
want your prayers' 

riioro (.good Thou shalt not, — thy 
peace being made with Heiven, death’s 
already vanquished, bear a little longer 
the pains that attend this transitorv 
life, and cease from pain forever QLvit] 

Scene III 

[Barnwell ] 

Barnwell I find a power within that 
bears my soul above the fears of death, 
and, spite of conscious shame and guilt, 
gives me a taste of pleasure more than 
mortal 

Scene IV 

[Enter to him Trueman and Keeper ] 

Keeper: Sir, there’s the prisoner. 
[Exit ] 
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Scene V 

[Barnwell and Trueman ] 

5 Barnwell Trueman, — my friend, 

whom I so wished to see, yet now he’s 
here I dare not look upon him [Weeps 

'Irueman 0 Barnwell' Barnwell' 

Barn till Mercy' Mercy' gracious 
10 heav en' for death, but not for this, was 
I prepared' 

Trueman What have I suffered since 
I saw you last' — What pain has absence 
given me' But oh' to see thee thus' 

IS Bantu ell I know it is dreadful' I feel 
the inguish of thy generous soul, — but 
I was born to murder all who love me 
[Both Ltep ] 

True man I came not to reproach you, 
20 — I thought to bring you comfort, — but 
I’m deceived, for I h iv e none to give, — 
I came to share thv sorrow , but cannot 
bear mv own 

Barn ell Mj sense of guilt, indeed, 
35 you cannot know , ’tis what the good and 
innocent like j ou can ne’er conceiv e, but 
other griefs it present I hnv e none but 
what I feel for you In jour sorrow I 
re id j ou lov e me still, but yet meth.nks 
’tis strange, when I consider whit I 
am 

Trueman No more of that I can re- 
member nothing but thy virtue, thy 
honest, tender friendship, our former 
35 happy state and present misery O had 
jou trusted me when first the fair se- 
ducer tempted jou, all might have been 
prev ented' 

Barn cell Alas, thou know ’st notw hat 
40 a wretch I’ve been' Breach of friendship 
was my first and least offence So far 
was I lost to goodness, — so devoted to 
the author of my ruin, — that had she in- 
sisted on my murdering thee, — I think, 
45 — I should hav e done it 

Trueman Prithee, aggravate thy 
faults no more 

Barnwell I think I should' Thus 
good and generous as you are, I should 
50 have murdered you' 

Trueman. We have not yet embraced, 
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and may be interrupted. Come to my 
arms. 

Barnwell: Never, never will I taste 
such joys on earth; never will I so 
soothe my just remorse. Are those hon- 
est arms and faithful bosom fit to em- 
brace and to support a murderer? These 
iron fetters only shall clasp and flinty 
pavement bear me. [Throwing himself on 
the ground Even these too good for 
such a bloody monster! 

Trueman: Shall fortune sever those 
whom friendship joined! Thy miseries 
cannot lay thee so low, but love will find 
thee. [Lies down by him . 2 Upon this 
rugged couch then let us lie, for well it 
suits our most deplorable condition. 
Here will we offer to stern calamity, this 
earth the altar, and ourselves the sacri- 
fice. Our mutual groans shall echo to 
each other through the dreary vault. 
Our sighs shall number the moments as 
they pass, — and mingling tears com- 
municate such anguish as words were 
never made to express. 

Barnwell: Then be it so. Since you 
propose an intercourse of woe, pour all 
your griefs into my breast, — and in ex- 
change take mine. [Embracing.^ Where’s 
now the anguish that you promised ? 
You’ve taken mine, and make me no 
return. — Sure peace and comfort dwell 
within these arms, and sorrow can’t ap- 
proach me while I’m here! This, too, is 
the work of Heaven, who, having before 
spoke peace and pardon to me, now 
sends thee to confirm it. O take, take 
some of the joy that overflows my 
breast! 

Trueman: I do, I do. Almighty Power, 
how have you made us capable to bear, 
at once, the extremes of pleasure and 
pain ? 

Scene VI 

[Enter to them. Keeper 

Keeper: Sir. 

Trueman: I come. [Exit Keeper . ] 


Scene VII 

[Barnwell and Trueman . ] 

5 Barnwell: Must you leave me? Death 
would soon have parted us forever. 

Trueman: 0 , my Barnwell, there’s yet 
another task behind : — Again your heart 
must bleed for others’ woes. 

10 Barnwell: To meet and part with you, 
I thought was all I had to do on earth! 
What is there more for me to do or 
suffer? 

Trueman: I dread to tell thee, yet it 
IS must be known. — Maria — 

Barnwell: Our master’s fair and vir- 
tuous daughter! 

Trueman: The same. 

Barnwell: No misfortune, I hope, has 
20 reached that lovely maid ! Preserve her, 
Heaven, from every ill, to show mankind 
that goodness is your care. 

Trueman: Thy, thy misfortunes, my 
unhappy friend, have reached her. 
25 Whatever you and I have felt, and 
more, if more be possible, she feels for you. 

Barnwell: [Aside . 2 I know he doth 
abhor a lie, and would not trifle w ith his 
dying friend. — This is, indeed, the bit- 
30 terness of death! 

Trueman: You must remember, for 
we all observed it, for some time past, a 
heavy melancholy weighed her down. 
Disconsolate she seemed, and pined and 
35 languished from a cause unknown; till 
hearing of your dreadful fate, the long 
stifled flame blazed out. She wept, she 
wrung her hands, and tore her hair, and 
in the transport of her grief discovered 
3.0 her own lost state, whilst she lamented 
yours. 

Barnwell: Will all the pain I feel re- 
store thy ease, lovely unhappy maid? 
[JVeeping.~] Why didn’t you let me die 
45 and never know it? 

Trueman: It was impossible; she 
makes no secret of her passion for you, 
and is determined to see you ere you die, 
She waits for me to introduce her. 
S°[Exit .2 
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Scene VIII 
[\ Barnwell ] 

Barnwell Vain busy thoughts be still 1 
What avails it to think on what I might 
have been I now am what I’ve made 
myself. 

Scene IX i 

[ Enter to him, Trueman and Maria J 

Trueman Madam, reluctant I lead 
you to this dismal scene This is the seat 
' of misery and guilt Here awful justice i 
leserves her public victims This is the 
entrance to shameful death 

Maria To this sad place, then, no 
improper guest, the abandoned, lost 
Man i brings despair, and see' the sub- a 
ject ind the cause of all this world of 
woe 1 Silent and motionless he stands, as 
if his soul had quitted her abode, and 
tlu lifeless form alone was left behind, 
vet that so perfect, that beauty and z 
death, e\ er at enmity, now seem united 
there 

Barnwell I groan, but murmur not 
Just Heaven, I am your own, do with 
me what you please 3 

Maria Why are your streaming eyes 
still fixed below as though thou’dst giv e 
the greedy earth thy sorrows, and rob 
me of my due? Were happiness within 
your power, you should bestow it w here 3 
you please, but in your misery I must 
and will partake 

Bai nz tell Oh 1 say not so, but fly, ab- 
hor, and lea\ e me to my fate Consider 
what you are' How vast your fortune, 4. 
and how bright your fame' Have pity 
on your youth, your beauty, and un- 
eou died v irtue, for which so many noble 
peers have sighed in vain Bless with 
jour charms some honorable lord 4. 
Adorn with your beauty, and, by your 
example, improve the English court, 
that justly claims such merits, so shall 
I quickly be to you as though I had 
never been. S’ 

Maria: When I forget you, I must be 
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so, indeed. Reason, choice, virtue, all 
forbid it Let women like Millwood if 
there be more such women smile in 
prosperity and in adv ersity forsake Be 
5 it the pride of virtue to repair or to par- 
take the ruin such have made 

Trueman Lovely, ill-fated maid' Was 
there ever such generous distress be- 
fore? How must this pierce his grateful 
o heart and aggravate his woes' 

Barnwell Ere 1 knew guilt or shame, 
when fortune smiled, and when my 
youthful hopes were at the highest, if 
then to hav e raised my thoughts to you, 
5 had been presumption in me, never to 
hav e been pardoned, think how much 
beneath yourself you condescend to 
regard me now 

Maria Let her blush, who, professing 
a lov e, inv ades the freedom of your sex’s 
choice and meanly sues m hopes of a 
return ^ our inevitable fate hath ren- 
dered hope impossible as v am Then why 
should I fear to avow a passion so just 
5 and so disinterested? 

Trueman If any should take occasion 
from Millwood’s crimes to libel the best 
and fairest part of the creation, here let 
them see their error The most distant 
a hopes of such a tender passion from so 
bright a maid might add to the happi- 
ness of the most happy and m ke the 
greatest proud Yet here ’tis lav ished in 
vain Though by the rich present the 
; generous donor is undone, he on whom 
it is bestow ed rcceiv es no benefit. 

Barnzull So the aromatic spices of 
the East, w hich all the hv ing covet and 
esteem, are with unavailing kindness 
3 wasted on the dead 

Maria Y es, fruitless is my lov e, and 
unavailing all my sighs and tears Can 
they save thee from approaching death, 
from such a death? 0 terrible idea' What 
5 is her misery and distress, who sees the 
first last object of her love, for whom 
alone she’d live, for whom she’d die a 
thousand, thousand deaths if it were 
possible, expiring in her arms? Yet she 
3 is happy, when compared to me Were 
millions of worlds mine, I’d gladly give 
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them in exchange for her condition. The 
most consummate woe is light to mine. 
The last of curses to other miserable 
maids, is all I ask; and that’s denied me. 

Trueman: Time and reflection cure all 
ills. 

Maria: All but this; his dreadful ca- 
tastrophe virtue herself abhors. To give 
a holiday to suburb slaves; and, passing, 
entertain the savage herd who, elbowing 1 
each other for a sight, pursue and press 
upon him like his fate. A mind with 
piety and resolution armed may smile 
on death. But public ignominy! everlast- 
ing shame! shame the death of souls! to 1 
die a thousand times and yet survive 
even death itself, in never-dying infamy, 
is this to be endured? Can I, who live in 
him, and must each hour of my devoted 
life feel all these woes renewed, can I 2 
endure this! — 

Trueman: Grief has impaired her spir- 
its; she pants, as in the agonies of death. 

Barnwell: Preserve her, Heaven, and 
restore her peace, — nor let her death be 2 
added to my crime , — [ Bell tolls.} I am 
summoned to my fate. 

Scene X 

2 

[Enter to them, Keeper -3 

Keeper: The officers attend you, sir. 
Mrs. Millwood is already summoned. 

Barnwell: Tell ’em I’m ready. And 
now, my friend, farewell. [Embracing,'} 3 
Support and comfort the best you can 
this mourning fair. No more. Forget not 
to pray for me. [Turning to Maria.} 
Would you, bright excellence, permit 
me the honor of a chaste embrace, the 4 
last happiness this world could give were 
mine. [She inclines towards him; they 
embrace.} Exalted goodness! 0 turn 
your eyes from earth and me to heaven, 
where virtue like yours is ever heard. 4 
Pray for the peace of my departing soul. 
— Early my race of wickedness began, 
and soon has reached the summit, ere 
nature has finished her work, and 
stamped me man. Just at the time that 5 
others begin to stray, my course is fin- 


ished! Though short my span of life, and 
few my days, yet count my crimes for 
years, and I have lived whole ages. 
Justice and mercy are in heaven the 
3 same. Its utmost severity is mercy to 
the whole, thereby to cure man’s folly 
and presumption, which else would 
render even infinite mercy vain and in- 
effectual. Thus justice in compassion to 
o mankind cuts off a wretch like me, — by 
one such example to secure thousands 
from future ruin. 

If any youth, like you, in future /i 
5 times, I 

Shall mourn my fate, though he abhor 
my crimes; 

Or tender maid, like you, my tale shall 
hear, 

o And to my sorrow gives a pitying tear: 

To each such melting eye, and throb- 
bing heart. 

Would gracious heaven this benefit im- 
part, 

5 Never to know my guilt, nor feel my 
pain; 

Then must you own, you ought not to 
complain; 

Since you nor weep, nor shall I die, in 
o vain. 

[Exeunt Keeper and Barnwell.} 
Scene XI 

j [Trueman, Blunt and Luc y.] 

Lucy: Heart-breaking sight! O 
wretched, wretched Millwood ! 

Trueman: You came from her then — 
how is she disposed to meet her Fate? 
o Blunt: Who can describe unalterable 
woe? 

Lucy: She goes to death encompassed 
with horror, loathing life, and yet afraid 
to die; no tongue can tell her anguish 
5 and despair. 

Trueman: Heaven be better to her 
than her fears; may she prove a warning 
to others, a monument of mercy in her- 
self. 

o Lucy: O sorrow insupportable! Break, 
break, my heart! 
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Trueman: In vain Unless we mark what drew their rum 

With bleeding hearts and weeping eyes on, 

we show And by avoiding that, prevent our 

A human gen’rous sense of others’ woe; own. 


EPILOGUE 

Written by Colley Cibber, Esq.; and Spoken by Maria 


Since Fate has robbed me of the hopeless 
youth, 

’ For whom my heart had hoarded up its 
truth; 

' -,By all the laws of love and honor, 
now. 

I’m free again to choose, — and one of 
you. 

But soft! With caution first I’ll round 
me peep; 5 

Maids, in my case, should look before 
they leap: 

Here’s choice enough, of various sorts, 
and hue, 

‘n The cit, the wit, the rake cocked up in 
cue, 

The fair spruce mercer, and the tawny 
Jew. 

Suppose I search the sober gallery. ' 
No, 10 

There’s none but prentices, — and 
cuckolds all a row; 

And these, I doubt, are those that 
make ’em so. 

[Points to the boxes . J 


’Tis very well, enjoy the jest. But ' 
you. 

Fine powdered sparks, nay, I’m told 
’tis true, 

Your happy spouses — can make cuck- 
olds too. 15 

’Twixt you and them, the difference this 
perhaps. 

The cit’s ashamed whene’er his duck he 
traps; 

But you, when madam’s tripping, let her 

fan, 

Cock up your hats, and take no shame 
at all. 

What if some savored poet I could 
meet ? zo 

Whose love would lay his laurels at my 
feet? 

No, — painted passion real love abhors, — 

His flame would prove the suit of cred- 
itors. 

Not to detain you then with longer ' 
pause, 

In short; my heart to this conclusion 
draws, 25 

I yield it to the hand, that’s loudest 
in applause. 


QUESTIONS ON ACT V 

> I. Note the large number of satisfying emotional exercises Barnwell is 
able to engage in in Act V. How does this fact influence the tragic tone? 

2. It has been said that Act V really rewards the criminal, that it is 
likely to stimulate people to desire to spend their last days in jail. At what 
aspects of the Act is such a criticism aimed ? 

3. In Scene ix, what is wrong with Maria’s saying, “Let women like 
Millwood . . . smile in prosperity, etc.”? 
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4. In Scene ii Barnwell reappears for the first time since Act iV. xiii. Is 
his reappearance dramatic? 

- Analyze the source of the sentimentality of Barnwell’s last speech in 
Scene v. 


NOTES ON THE LONDON MERCHANT 

Before we have finished reading the play we become aware of two things' 
that Lillo is trying to write a tragedy, and that it is not successful. We 
realize, of course, that he does improve on the murder-mystery melodrama 
(in Appendix A, Exercises on Additional Plays, the student will find an 
analysis of a play of this type, Morton’s Speed the Plough)-, for Lillo’s play 
does attempt to deal with character. On the other hand, it definitely falls 
short of such well-known English tragedies as Marlowe’s Dr. Faustus and 
Shakespeare’s Macbeth, which appeared more than a century earlier, but 
with which it may be compared in that the leading characters in all of these 
plays go down in pursuit of something that they cannot morally attain. 
But, whereas Marlowe and Shakespeare move us strongly, Lillo leaves us 
indifferent and, at times, even amused or annoyed. Our business is to find 
out why. 

I. LACK OF rOCUS 

At the outset we can see that Lillo has difficulties in keeping our atten- 
tion directed toward Barnwell. His problem is one of focus, which we have 
already considered elsewhere. In Lady Windermere’s Fan we could see that 
Wilde tended, in Acts II and III, to lose sight of both his central theme and 
his central character, though we argued that he did eventually succeed in 
pulling the play back into focus; in Plautus’s Menaechmi we saw the atten- 
tion split up between two main characters and not even held upon them 
with consistency'. With regard to his difficulty in keeping Barnwell in the 
spotlight, Lillo probably falls somewhere between Wilde and Plautus. 
Barnwell speaks, as a matter of fact, about 26% of the lines of the play. 
Here some comparisons will be useful: Macbeth has about 31^ of the lines 
of Shakespeare’s play; Everyman, 41% of the lines in Everyman; and 
Faustus, 42 6 7, of the lines in Marlowe’s play. Though the difference between 
the percentage of lines spoken by Barnwell and Macbeth is not large, and 
though each appears in about half of the scenes of his play, Macbeth is still 
the center of his play in a way that Barnwell is not the center of his. 
Macbeth’s life sets the tone for and determines, so to speak, the life of the 
other characters; they are so bound up with his fate that their scenes are 
really a dramatic amplification of his career. But Barnwell exercises no real 
influence on the lives of his associates; he and they, unlike Macbeth and 
the Scottish lords, do not share a common political and moral existence; his 
friends are merely observers. Therefore, when they have the stage, we do 
not feel that we are seeing Barnwell’s influence on a world of which he is 
the center, but rather that we are watching somebody' — and a not too in- 
teresting somebody — watch the main action. Note how Act III. iii and iv 
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give the stage over to secondary characters at a crucial time in the main 
character’s career. Can you find other scenes of the sort? 

In Everyman and Dr. Faustus, on the other hand, the hero is very much 
in the spotlight. In each play he has over 40% of the lines; except for two 
short passages, Everyman is present throughout the play; Dr. Faustus 
appears in ten of the fourteen scenes into which the play is often divided. 
Here, clearly, we find situations not unlike that in The London Merchant: 
the fate of the hero is less closely interwoven with that of the other charac- 
ters than in Macbeth. Hence we find a number of characters — such as 
Friendship and Kindred in Everyman, and the other Scholars in Dr. Faustus 
— who are observers or outsiders, essentially uninfluenced by the hero’s 
career. We feel, therefore, that Lillo should have organized his play like 
Everyman or Dr. Faustus, for Barnwell’s own struggle is the central issue, 
'and therefore his role should have received the emphasis which would be 
conferred by fuller development. Instead, Lillo makes Barnwell share our 
attention with too many other people, none of them essential to our under- 
standing of Barnwell. That is, he uses a form more suitable to depicting 
the state of a society than the struggles of an individual. Why does he fall 
into this error? The following paragraphs will suggest some answers to this 
question. 

2. MULTIPLICITY OF OBJECTIVES 

When we examine the author’s attitude to his material, which is always 
a matter of central importance, we find that Lillo was evidently not clear 
about what he was doing. In fact, it is obvious that he was trying to do 
several things at once and that the different objectives do not fit well to- 
gether. The very fact that the different objectives can be identified and 
described separately is fairly convincing evidence that the play is not in- 
tegrated. Let us notice what these objectives are. 

1. There is of course the main problem of the development of Barnwell, 
which we shall discuss in detail later. For the time being, we may note that 
^Lillo makes his greatest effort to center attention on Barnwell in the 
soliloquies, which are meant to be Shakespearian, in Act III. v and vii. 

1 2. But Lillo is unable to let Barnwell’s experience speak for itself or to 

see that the dramatist’s job properly ends with his showing how Barnwell’s 
moral decision has worked out. Instead, he adds, with a nagging pertinacity, 
direct, pointed, and wholly unnecessary moral lessons. 

a. Most obvious are the moralizing couplets at the end of various scenes. 
Lillo actually points up his annoying shift to the undramatic by changing 
from prose to meter and rhyme. 

■ b. In Act III. iv Lucy and Blunt are made, practically without motiva- 
tion, to turn against Millwood. Lillo wishes, in this way, to stress her 
viciousness, a trait which of course might well have been left to speak for 
itself. He does try to account for the shift by letting Lucy describe (III. iv) 
a Barnwell scene which should be presented directly. Thus he scrimps on 
Barnwell’s role and gives the other roles undue prominence; besides, too 
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much of the speeches of the othei chaiacteis is devoted to tedious moializ 
ing Act V 1 and xi show his wandenng off the track What by the way 
is wiong with Lucy’s last line Oh, sonow insuppoitablel Bieak, break, 
m\ heat t 1 ” 11 

c To stiess the moial, Thoiowgood, Tiueman, and Maria are used to 
demonstrate the threefold loss suffered by Bamwell in the lealms of busi- 
ness friendship, and love, respectively Thus then whole function is 
didactic (“Crime doesn’t pay ”) and external Second, Thoiowgood is the 
good employer, and Tiueman the good apprentice, both in contiast with 
Barnwell, but Lillo overplays the contrast and makes them too good, 
Trueman, especially, becomes an annoying png instead of an effecme foil 
This is what comes of making a point explicitly instead of implicitly 
through an exploiation of character, the meaning of Barnwell s acts is 
pointed enough, without trite exclamations from Thorowgood and True- I 
man Hence their parts aie overstuffed (see Acts II iv, IV xy 1, and most of 
Act \) Note, finally, that Trueman often speaks (foi instance, >n Act 
III 111) in the style of the “sentiment” (see the analysis of The School for 
Scandal), the kind of generalized remark which suggests that the speaker 
has few real feelings but wants to say something “appiopnate ” 

d Lillo uses e\en Millwood to moralize in Act IV xvm she defends le- 
ligion while attacking bad church piactices and social conditions! Notice how 
this takes the p'ay awav fiom tragedy, which is concerned with the indi- 
vidual’s relation to problems of good and evil (see Tragedy in the Glossary), 
and into the realm of the problem play, which is concerned with the is- 
sues faced by a given society at a given time Aside fiom having her make 
such undramatic speeches, Lillo uses Millwood in a very ob\ious luy to 
illustrate the influence of evil in human life Note two technical mistakes of 
Lillo here (1) In his eagerness to have a complete recoid of moial decline 
from good life to ignominious death, Lillo includes too much of the lelation- 
ship between Millwood and Barnwell He staits too early and thus does 
not have time enough to trace plausibly gradual development in Bamwell 
(I v, I vui, II 1) (2) To show how “one vice begets anothei,” as Lucy 
says, Lillo has Millwood dehbeiately lead Barnwell on to murdti, though 
this involves a moral and psychological leap which is simply not motivated 
Perhaps his hesitance to piesent this step dnectly (it is given b\ report, 
shows Lillo’s awareness of the difficulty that he runs into here But Lillo 
does know that Millwood must be presented as a human being, not as a 
xnere personification of evil Note what qualities he gives her to this end, 
note especially how hei wit and cleverness suggest a hard reality that 
makes her in some wavs a more plausible character than Tiueman 

3 Besides moializing, Lillo wants to justify his innovation of b ising a 
tiagedy on middle-class chaiacteis instead of on lovalty 01 nobiht\ , one of 
the fiist ciusadeis foi this type of tragedy, he lets his nguments flow over 
fiom pieface and piologue, whcie they may legitimately appeal, into the 
play itself, where they do not belong Since, foi his middle-class chaiac- 
teis, he picks a merchant and his associates, he lets himself bog down in an 
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irrelevant defense of merchandizing Act I 1 is an unconnected discourse 
which sounds like a Chamber of Commerce pamphlet, Acts I 11 and III 1 
dilute their propaganda with only slight suggestions of diamatic situation 
, A subtler damage occurs in that all the talk about commerce somehow 
manages to suggest that Barnwell’s deeds are an offense, not so much 
against morality, as against good business One of the dismally anti- 
climactic spots in the play is Trueman’s line in Act III in, ‘ B it few men 
lecover reputations lost — a merchant never ” The proht motive and 
tragedy are irreconcilable 

4 Though he doesn’t recognize it, Lillo allows himself to be further dis- 
tracted from tragedy by a kind of scientific or sociological interest He likes 
to work out social processes and social causes in too much detail, as m 

, tracing the relationship of Millwood and Barnwell Act I in, for instance, 
gives too much attention to Millwood — the means by which the tragic hero 
is to be influenced Act IV xvi harps on Millwood as stiategist, a subiect 
which needs no further demonstration at this late point Worse than that, 
Lillo waters down his tragedv when he has Thorowgood accuse Millwood 
of being “sole cause” of Barnwell’s tiouble To evade responsibility and 
look for a scapegoat constitutes a muddleheaded flight from the moral 
* responsibility with which tragedy is concerned Macbeth, for example, does 
not blame Lady Macbeth, nor Faustus, Mephistopheles, Shakespeare and 
Marlowe know that the problem is ultimately an inner one Lillo, however, 
} carries matteis even a step further in Act IV xvm when he starts absolving 
the “sole cause” by blaming society for Millwood’s state When he gets to 
the origins of prostitution, he is writing sociology, or, in liteiary terms, rhe 
pioblem play (note, in this connection, ceitain resemblances between Mill- 
wood and Mrs Erlynne in Lady JV indermere’s F an ) He is scientist rather 
than artist when he describes the impact of society on Millwood instead 
of exploring the qualitative differences which make her and other women 
behave differently in response to the same impact Thus, he eliminates the 
element of choice which we shall see is so essential in Faustus and Macbeth . 
1 The study of Millwood as a social product and a social influence gets away 
from the subject and attitude proper to tragedv 

5 Lillo knows, however, that above all his play must woik in emotional 
terms The emotional effect should, and in some paits does, come naturally 
from the development of Barnwell, but Lillo consciously plays for our 
emotions in other ways also His use of Trueman and Maria constantly 
betrays him 

Considei Maria, whom we are supposed to pity and admire One notices 
,that, actually, she is extianeous, her situation does nothing m the play 
Compare Shakespeare’s use of Ophelia in Hamlet through Hamlet’s atti- 
tude to her, we learn a gieat deal about Hamlet But before Act V Barnwell 
shows not the slightest consciousness of Maria’s existence, so that she 
becomes merely a little added emotional flavoring Again, compaie her 
with Octavia in Shakespeare’s Antony and Cleopatra and in Dryden’s All 
for Love In the former, Octavia has a small part, but it is effective, she is 
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shown in direct relationship with her husband and is thus an organic part of 
the play. In Dryden’s play, Octavia becomes a principal force, appearing 
in direct conflict with Cleopatra. But Maria is not a major character nor 
is she even a minor character that is integrated with the rest of the play. 
Take Act V. ix. Since her emotions are not reciprocated, they and her ap- 
pearance in jail both lack dignity; all she can do is talk about her feelings, 
an act which combines bad taste with irrelevance. As Barnwell is only a 
static listener, the play is out of focus again. 

With Trueman, who, in general, is too much the mere observer and com- 
mentator (I.i; III. i), Lillo does a better job, at least in Act II. ii; there is 
direct interplay between him and Barnwell, and through him Barnwell’s 
state of mind is exhibited. But note the excessive stress on their friendship, 
which is meant to be very touching, but which is still a side issue. The 
climactic embrace of Barnwell and Trueman produces a wrong effect by 
focusing attention on what, considering the seriousness of Barnwell’s 
problem, is a triviality. Yet it is supposed to be very heart-warming. For 
reasons of this sort the play is often called a “sentimental tragedy.” 

Consider Act III. iii. Here the action does advance, but Lillo avoids pre- 
senting the advance directly. Instead of sharing in the emotions of Barnwell 
as he absconds, we are asked to be moved by the exclamations of Trueman 
and Maria. The effect is one of sentimentality (see Glossary) because we are 
removed from the source of the emotion. Their praise of Barnwell (“a soul 
so delicate”) is too easy; we see no basis for their enthusiasm. Maria’s 
concealment of the theft is totally unrelated to Barnwell’s central problem 
but is presented merely in order to emphasize her benevolence — a method 
which is always likely to produce a sentimental effect. 

3. THE TREATMENT OF BARNWELL 

Lillo’s main business, of course, is with Barnwell, to whom he should 
have given more space. Not until Act II does Lillo begin to take enough 
care in presenting Barnwell’s inner disturbance, and he effectively restrains 
his tendency to sentimentalism when he introduces several good ironic 
scenes: Act II. iv, where, from intended kindness, Thorowgood refuses to 
hear a confession that might save Barnwell; and Act II. ix-xiv, where 
Barnwell returns to Millwood after thinking he has conquered his passion 
for her (II. v). Here, too, Lillo is able to keep his play on the psychological 
rather than the didactic level, as Barnwell’s saying he has won a “painful 
victory” indicates. 

Lillo makes his strongest effort to get inside Barnwell’s mind at the 
time of the murder, Act III. v fF. Yet notice, first of all, the mistakes Lillo 
makes here. He gives too much emphasis to the uncle, whom we do not 
know, and whose premonitions, apostrophe to death, and prayer are simply 
artificial, “theatrical” means for working up an effect. Here we see the 
unsteadiness of focus revealing itself again. Lillo becomes preoccupied 
with the stock devices of melodrama, such as the disguise, pistol, poniard, 
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and sword, and thus allows his dramatic effect to degenerate into triviality. 
He falls back into sentimentality by stressing the uncle’s benevolence, 
which is too simple to be plausible; we need to know that the author does 
not consider a kindly kiss the only possible or likely response to a death- 
blow, or we again accuse him of arrant tear-jerking. He becomes maudlin 
by having Barnwell swoon, pointlessly, on his uncle’s body. Compare, for 
instance, Juliet’s falling on Romeo’s body as she dies — an act both symbolic 
, and ironic. 

Barnwell’s Language. But aside from this bogging down in the circu in- 
stances surrounding the tragic action, Lillo makes a decided effort to deal 
with Barnwell directly, and here we must consider the kind of language 
Barnwell speaks. Lillo tries hard to suggest a real struggle: Barnwell’s 
speeches are developed with some fullness. 

’/ They use specific images (darkness of day, the sound of the stream) and 
/comparisons (Nero, Cain), though Lillo does not make much effort to unite 
1 these images in a coherent pattern of meaning. But if we go on to compare 
Barnwell’s soliloquies with those of Macbeth (I. vii and II. i), who is also 
1 being impelled to crime by ambition, we find differences. In Shakespeare, 
' the situation speaks for itself; in Lillo, we have the usual moralizing lines. 
Shakespeare uses blank verse, which he controls as a part of the total 
means of giving expression to the situation; Lillo appears to be using prose, 
but (as in many parts of the play) the actual rhythm is not that of prose 
^ but of blank verse — a fact readily revealed by printing part of the speech 
as verse : 

A dismal gloom obscures the face of day; 
either the sun has slipped behind a cloud, 
or journeys down the west of heaven with more 
than common speed to avoid the sight of what 
I’m doomed to act. Since I set forth on this 
accursed design, where’er I tread, methinks, 
the solid earth trembles beneath my feet. 

^ The unacknowledged meter serves as an artificial heightening device, a 
little like the tears to which Lillo is much addicted. 

Moreover, though he makes some effort at concreteness, Lillo gives 
Barnwell lines full of abstract and conventional expressions which suggest 
a sermon about sornone else rather than a setting forth of his own emotions. 
He speaks of Virtue, Conscience, nature, and reason; of “madness of desire” 
and “impetuous passion.” Compare Shakespeare’s single, original image 
for Macbeth’s motive: 

I have no spur 
To prick the sides of my intent, but only 
Vaulting ambition, which o’erleaps itself 
And falls on the other — 


Or take murder. Barnwell hears a stream “murmur 'Murder”'; in Act 
III. vii he talks about “murdering hand,” “murdered saint,” “murder the 
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worst of ciimes,” as if Lillo thought that repetition of the word muider were 
enough Compare Macbeth (II 1) 

wither’d Murder, 

Alarum’d b\ his sentinel, the wolf, 

Whose howl’s his watch, thus with his stealthy pace. 

With larquin’s ratishing strides, towards his design 
Moves like a ghost 

And in Act II n 

“Macbeth does murder sleep,” the innocent sleep, 

Sleep that knits up the ravell’d sleave of care, 

“Glanus hath murder’d sleep, and therefore Cawdor 
Shall sleep no more, Macbeth shall sleep no more " 

Again, Barnwell and Macbeth state certain arguments against the pro- 
jected murder — their relationship to, and the character of, the victim 
Then Barnwell says, “I stiffen with horror at my own impietj ” — a con- 
ventional and generalized phrase which suggests only that he is trying to 
feel homfied Compare Macbeth on Duncan 

his % irtues 

M ill plead like angels, trumpet-tongu’d, against 
1 he deep damnation of his taking-ofF, 

And pit}, like a naked new-born babe. 

Striding the blast, or he i\ en’s cherubin, hors’d 
Upon the sightless couriers of the air. 

Shall blow the horrid deed in e\ery eye, 

I hat tears shall drown the wind 

Bv seeing the situation concietelv in teims of the inevitable aftermath, 
Macbeth shows real, not merely verbal, horroi Shakespeaie develops one 
figure into a full, direct, dramatic expression of his idea, Lillo desenbes it 
talks about it, repeats it, and insists on it — and still stays unconv incingly 
outside it In Act IV x Millwood really seems more right than Lillo intends 
when she calls Barnwell a “whining canting villain,” foi '■tinning 
describes the effect produced by Lillo’s vast but inept effoits to whip up 
honor When Barnwell sa}s, “Think you I added sacrilege to muidei ? ” 
he actually dilutes the sense of evil by the implied praise of his own for- 
bearance, we feci that he should have gone on and stolen the money with 
a kind of sardonic satisfaction in the mciease of his moral debt Oi note the 
subtle self-exoneration in “Behold these hands all crimsoned o’ei with my 
dear uncle’s blood! Heie’s a sight to make a statue stait with honoi, 01 to 
turn a living man into a statue ” The dear stiesses his own affectionate 
nature, though he should hardly have the presumption to mention it here, 
the balanced structuie of the second sentence makes it sound like a mcie 
exercise in public speaking, especially when we icalue that Barnwell has 
not turned into a statue Compaic Macbeth (II in) 
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Wlnt hands ire here ' Hal they pluck out mine eyes. 

Will all grcit Neptune’s ocean wish this blood 
Clem fioin my hand? No, this my hind will rather 
1 he multitudinous se is incarnadine, 

Miking the green one red 

Heie is no talk about “dear Duncan” or about what a teirible sight this 
is Instead the blood comes to symbolize a enme toe monstious to be 
expunged 

The Problem cf Acts IV and V. But these Barnwell-Millwood scenes 
(IV x-xiv) aie good it least to the extent that the outcome of them is 
ironic foi Barnwell And his disillusionment, added to his sense of iniquity, 
really ends the play But I lllo’s muddled sense of tragedy, which leids 
him to dispose of Millwood at a dispropoitionate length which gets the 
play out of focus ag un, also Fads him into a needless Act V which is full 
of the didactic and the sentimental Scenes 1 and xi lie putely didactic, 
and Scene n is laigely foi edification Scene ix is devoted to the supposed 
pathos of Maria — all sheei loss Two othei scenes demand attention 
Scenes v-vn show how gushing emotions, which aie not the light ones 
and which come too easily, pioduce a tembly maudlin effect Barnwell’s 
moral anguish is baielv suggested, instead we have large doses of forgive- 
ness and lovingkindness and such an ecstatic relish of fnendly love that 
this seems to be an end in itself The embiacing on the ground is bathos 
its lack of dignity and lesttaint is wholly incompatible with tiagic effect 
All the tears are too easy, we feel that the characters aie actually lelishing 
then emotions rathei than that the emotions spung natuially fiorn the 
situation Foi a leally guilty man, Barnwell is too happy m hiendship By 
insisting that he would have murdered Trueman, Barnwell takes easy 
credit for a sense of guilt, but he shows no authenticating iepulsion 
Tiueman’s insistence on an embrace shows Lillo’s misguided dcteinnnation 
to present an emotional act that is unnecessary and overdone Barnwell’s 
rolling on the ground is an east, showy way of suggesting abasement, a 
mote teal and hard way would hate been to iefuse to see Tiueman 01 to 
accept his affection So what we have is an emotional oigy a fiantic “le- 
vival” scene, so to speak, but no leal conteision 

In Scene x, Barnwell’s speech has the set quality of a commencement 
addiess, he loses diamatic leahty both bt showing no real feelings and by 
joining the audience in pointing at himself (for a real sense of what goes on 
in the mind of a condemned man we must go to the end of Faustus or the 
banquet scene in Macbeth) The embraces are again irrelevant emotional 
acts, especially his embracing Maria, to introduce the symbol of an emo- 
tional state when the state does not exist is sentimental Mana, of course, 
is in love, but under the circumstances she seems to lack both dignity and 
good taste 
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CONCLUSION 

Lillo’s constant tendency to wander into the extraneous is illustrated, 
hnilh, by the way in which Barnwell's fate comes to be identified with 
tual and hanging note the contents of Acts IV xn, V 1 , and V ix, and the 
staging of a needless Act V in a dungeon Greek and Shakespearian tiagedy, 
b-\ contrast, aie not concerned with police courts and jails, which belong 
to pioblem plays or to corned} , and on the rare occasions when we do find 
such scenes in successful tragedy, external matters are carefull} subor- 
dinated to meaning But Lillo has confused the legal and the moial He bases 
Act V on the following assumption since Barnwell is legally caught up 
with and lessons are publicly drawn, evil is pioperly punished, and we are 
fiee to stiess Barnwell's excellence It may be said for Lillo that he knows 
that the tragic character must be complex, not a mere villain His difficulty 
is that he cannot dramatize the complexity as a whole, in all its difficulty, as 
he must do He breaks it down he shows the e\ ll and punishes it, and then 
goes on to admire the good This he does by having Barnwell’s acquaint- 
ances come to jail to show great friendliness and grief The result is thor- 
oughly sentimental 

1 To stress one side of the hero upsets the psy chological effect of tiagedy 
If, as Aristotle says, the tragic incidents evoke pity and tenoi, the trouble 
here is that all the stress falls on pity we do not have the balance or fusion 
of the two (just as we do not have the fusion of the different sides of 
Barnwell) that is essential (compare sentimental comedy, wheie the stress 
is rathei on virtuous conduct than on the folly which is to be satmzed ) 

2 The heio’s merits can be stressed here only by having othei people 
insist on them In fact, thioughout the play that is the method we never 
see Barnwell convincingly act the “good” man Lillo tries to talk an effect 
rather than dramatize it — the essence of sentimentality To praise Barnwell, 
Trueman and Maria hate to ignore his most significant piece of conduct, so 
that, rather than serving as trustyvoithy witnesses, they seem bent on an 
emotional orgy 

3 Finally, it is difficult at best to secure a valid emotional effect in 
Act \ because no decisiye action is taking or can take place Eveiy thing is 
settled, and all we have is a loquacious post-mortem When Lillo, in the 
course of that post-mortem, staits using “stiong” emotional yyoids, we 
remain indifferent 

In sum, Lillo is unable to deal adequately with his central problem 
Here, as throughout the play, he shows only a paitial conception of what 
tragedy is In trying to do many things he has fallen down Lamb doubtless 
felt something of the sort when he called the play a “nauseous sermon’ 
that still made “uncle-murder too trivial ” 
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QUESTIONS 

I. Some years after its original appearance The London Merchant was 
presented with an additional scene which portrayed the place of execution. 
A crowd is present and the gallows is visible. Lucy and Blunt talk about the 
terrors of death. Most of the lines are spoken by Barnwell, urging Millwood 
to repent, and by Millwood refusing to do so. Does it appear to you that 
such a scene would be a valuable dramatic addition? 

s. Note that in Act V there are constant references to “Millwood’s 
crime,” as if she had especial responsibility. What is the effect of such 
references ? 

3. Would Lillo’s efforts to universalize the middle class have greater 
, likelihood of success if he did not let his play get involved in “propaganda” 
'for the commercial classes? 

4. In point of quantity, at least, Macbeth’s crimes are “worse” than 
Barnwell’s; yet there is no moralizing in Macbeth. Would this fact appear 
to make Shakespeare a less morally sensitive playwright than Lillo? Could 
you defend the position that Macbeth is actually made a more attractive, a 
more humanly understandable character than Barnwell? 

5. Without pushing the matter too far, we can see that Millwood and 
Cleopatra (in Shakespeare’s Antony andCleopatra ) have similarities. Notice, 
however, that Millwood moralizes and Cleopatra does not. How does this 
fact influence the characterization of each? 

6. Note what slight change in stress would be necessary' to change the 
Maria-Barnwell story into the Maria-Charles story of The School for 
Scandal. Are the tendencies toward sentimentality similar? 

7. In what passages other than those discussed do you'find Lillo writing 
blank verse or something much like it? Does this tendency appear more 
strongly in any particular kind of passage? 

8. Make a detailed list of the speeches in the play which appear to be 
written primarily to glorify the business man. Include not only those which 

t directly reflect Lillo’s interest in trade but also those in which there are 
indirect indications of that interest. 

FOR FURTHER STUDY 

Look up Morton’s Speed the Plough under Exercises on Additional 
Plays. Speed the Plough, like The London Merchant, tries to achieve tragedy 
but actually is melodrama. At the same time, it has farcical effects like 
those of Plautus’s Menaechmi. As a hodge-podge of various dramatic motifs, 
,it provides interesting material for study. 




PART THREE 



MORE MATURE TYPES 




1 • Introduction 

P art three presents more mature types of the drama than 
those which we have studied in Part Two. Here we find, 
in general, that the dramatists have chosen subjects and 
methods more likely to lead to successful results at a mature level. This is 
'• not to say that the dramatists to be considered have been uniformly suc- 
cessful; the reader will doubtless discover various shortcomings in the 
plays to be read. But he will certainly be aware that the dramatists have 
had, in general, profounder and more complex objectives than those w hich 
we studied in Part Two. In the latter group of plays we found fairly simple 
patterns: the morality play with a relatively uninvolved theme; the farce 
with its transparent scheme of making the most of mistakes of identity, 
the would-be tragedy in which the author’s own confusion about what he 
was doing could hardly obscure from the reader his fundamentally over- 
simple conception of the nature of tragedy. In Part Three, however, the 
patterns are far less simple. 

Sheridan’s School for Scandal is obviously a much more complex comedy 
than the Menacchmi; with it, we return to wit and satire of the sort found 
in Wilde’s Lady Windermere’s Fan. We shall find that it resembles that 
play further in that it seeks, beneath the surface of amusement, to make 
certain serious suggestions about human experience. But Sheridan’s mode 
of treatment of these matters involves several special complications and will 
force us to glance, at least briefly, at that spurious type of comedy which 
dominated the period in which Sheridan wrote — “sentimental comedy.” 

Ibsen’s Rosmerrholm, on the contrary, is an entirely serious play. In one 
respect it resembles the “problem play” aspect of Lady Windermere's Fan; 
in another aspect, it will compel us to examine again the nature of tiagedy 
and to develop some of the considerations of this topic already raised by 
the study of Everyman and The London Merchant; still another aspect of 
the play involves dramatic techniques as such and will afford an opportu- 
ity to consider on an even higher level of refinement some of the skills we 
have noted already in Wilde. 

i Shakespeare’s Henry IV, Part I, combines comedy with what will be for 
us the new material of historic drama; hence the play brings up an entirely 
new kind of problem. Indeed, the comedy element here will itself offer us 
new material, for, in contrast with the satirical intentions of Wilde and 
Sheridan, Shakespeare is primarily concerned with the comedy inherent in 
character. 
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Congreve’s Way of the World provides a climax to our study of comedy 
since it offers the most polished example we have of the comedy of man- 
ners \et Ike Way of the World is much more than merely a brilliant ex- 
ample of a special mode We shall find it to be one of the most complex plays 
which we are studying, and, as such, a “serious” play as well as an en- 
tertaining comedy 


2. Sheridan, The School for Scandal 

r im scnooi FOR SC4NDAL, 1 777, ante-dates Lady Winder- 
mere’s Fan by 115 years Yet the plays are in some 
respects markedly similar — m their satire of society, 
their use of witty dialogue, their employment of large numbers of charac- 
ters Even here, however, the reader will discern some difference — the differ- 
ence of effect that results, for instance, from the contrast between Wilde’s 
attitudes to the two chief antagonists in his play, Lady Wmdeimere and 
Mrs Eilynne, and Sheridan’s attitude towaid the Suiface biothers, the 
corresponding pair in his pla\ If the student will give attention to this 
contrast as he reads, he will find some of the mam clues to what Sheridan 
is doing 

In pursuing the contrast between the two, the student will also come 
upon one of the matters which do reflect a significant d'ffeience growing out 
of the difference in time between the two plays For in the lattei eighteenth 
century, when Shendan wrote, dramatists were less concerned with satire 

S than with what is called “sentimental comedy,” the method of which, in 
general, w as to praise good rather than ridicule folly So the tendency w as to 
stress the characters that were amiable and admirable rathei than those 
who weie laughable, the plays ended frequently in scenes of lcfoim and 
reward, and the tone was more likely to be edifying than amusing 

This revulsion against the tiaditional function of comedv did not occur 
unchallenged et the spirit of the times was on the side of the sentimental 
comcd\ The rise of the middle classes, the leaction against the brilliant 
comedy of the Restoration, the attempt to refine manners and improve 
motals— all tended to fa\or the praise of virtue and the cultivation of 
sentiment 

In the latter part of the eighteenth century, Goldsmith and Sheridan 
carried out a conscious attack on the sentimental comedv, though not with 
unqualified success With regard to The School foi Scandal, therefoie, 
this question anses has Shendan succeeded in completely freeing himself 
from the limitations of sentimental comedy? Moie specihcalU, has 
Sheridan tended to focus our attention on the ought-to-bc, on icwards, 
on edification rather than on the lidicule of folly? 
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THE SCHOOL FOR SCANDAL 


DRAMATIS PERSONS 


Sir Peter Teazle 
Sir Oliver Surface 
Joseph Surface 
Charles Surface 
Crabtree 

Sir Benjamin Backbite 

Rowley 

Moses 

Trip 


Snake 

Careless 

Sir Toby Bumper 

Lady Teazle 
Maria 

Lady Sneerwell 
Mrs. Candour 

PROLOGUE 


Written by Mr. Garrick 


A school for scandal! tell me, I beseech 
you, 

Needs there a school this modish art to 
teach you? 

No need of lessons now, the knowing 
think; 

We might as well be taught to eat and 
drink. 

Caused by a dearth of scandal, should 
the vapors j 

Distress our fair ones, let them read the 
papers; 

Their powerful mixtures such disorders 
hit. 

Crave what you will, — there’s quantum 
sufficit. 

“Lord!” cries my Lady Wormwood, 
who loves tattle 

And puts much salt and pepper in her 
prattle, io 

Just risen at noon, all night at cards 
when threshing 

Strong tea and scandal, — “Bless me, 
how refreshing! 

Give me the papers, Lisp, — how bold 
and free! ESipj.J 

Last night Lord L. [sips'] was caught 
with Lady D. 

For aching head what charming sal 
volatile! 

If Mrs. B. will still continue flirting, 16 

We hope she’ll draw, or we’ll undraw the 
curtain. 


Fine satire, poz! 1 In public all abuse it. 

But by ourselves [sips] our praise we 
can’t refuse it. 

Now, Lisp, read you, — there at that 
dash and star.” 20 

“Yes, ma’am. A certain lord has best be- 
ware, 

Who lives not twenty miles from Grosvcnor 
Square, 

For, should he Lady W. find willing. 

Wormwood is biller — ’’ “Oh! that’s me! 
the villain! 

Throw it behind the fire and never more 

Let that vile paper come within my 
door.” 26 

Thus at our friends we laugh, who feel 
the dart; 

To reach our feelings, we ourselves must 
smart. 

Is our young bard so young to think 
that he 

Can stop the full spring-tide of calumny? 

Knows he the world so little, and its 
trade? 31 

Alas! the devil's sooner raised than laid. 

So strong, so swift, the monster there’s 
no gagging; 

Cut Scandal’s head off, still the tongue 
is wagging. 

Proud of your smiles once lavishly be- 
stowed, 35 

1 Positively, 
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Again our young Don Quixote takes tlie 
road , 

To show his gratitude he draws his pen 

And seeks this hydra, Scandal, in his 
den 

1 or x our applause all perils he would 
through, — 

He’ll fight (that’s write) a ca\ alliero 
true, 

Till every drop of blood (that’s ink) is 10 


Lad\ Sneeruiell She certainly has tal- 
ents, but her manner is gross 

Snake ’Tis very true She generally 
designs well, has a free tongue and a 
5 bold invention, but her coloring is too 
dark and her outlines often extrav agant. 
She w ants that delicacy of tint and mel- 
lowness of sneer which distinguish your 
ladyship’s scandal 

Lads Sneer, tell You are partial, 


spilt for y ou 


ACT I 


Snake 

Snake Not in the least, e\ erybody al- 
lows that Lady Sneerwell can do more 
with a word or look than many can with 
[Scene I Lady Sneerwell’s house ] *5 the most labored detail, even when they 

happen to have a little truth on their 
[bxscoiered Lady Sneer tell at the slde t0 support it 

dresnng table, Snake drinking chocolate ] ^ Sneercell \ es, my dear Snake, 

Lads Siuer tell The paragraphs, you and I am no hypocrite to deny the satis-^ 
say, Mr Snake, were all inserted ? 20 faction I reap from the success of my 

Snake They were, madam, and as I efforts Wounded myself in the early 


copied them myself in a feigned hand, 
there can be no suspicion whence they 
came 


part of my life by the envenomed tongue 
of slander, I confess I have since known 
no pleasure equal to the reducing others 


Lads Sued ull Did you circulate the 25 to the level of my own reputation 
report of Lady Brittle’s intrigue with Slake Nothing can be more natural 
Captain Botstall ? But, Lady Sneeiwell, there is one affair 

Snake 1 hat’s in as fine a train as your in vv hich you hav e lately employed me 
ladyship could wish In the common wherein, I confess, I am at a loss to guess 
course of things, I think it must reach 30 your rnotiv es 

Mrs Cl ickitt’s ears within four-and- Lads Sneeruiell I conceiv e y ou mean 
twenty hours, and then, you know, the with respect to my neighbor, Sir Peter 
business is as good as done leazle, and his family' 

Lads Snienell Why, truly, Mrs Snake Ido Here are two voung men 
Clackitt has a v ery pretty talent and a 35 to vv horn Sir Peter has acted is a kind of 
great de d of industry guardi in since their father’s death, the 

Snake I rue, madam, and has been eldest oossessing the most amnble char- 
tolerablv successful m her day To my acter and universally well spoken of, 
knowledge, she has been the cause of six the youngest, the most dissipated and 
matches being broken off and three sons 40 extrav agant young fellow in the king- 
being disinherited, of four forced elope- dom, without friends or character, the 
ments and as many close confinements, former an avowed admirer of your lady- 
nine sep irate maintenances and two di- ship and apparently your favorite, the 
vorces Nay', I have more than once latter attached to Maria, Sir Peter’s 
traced her causing a tete-a-tite in the 45 ward, and confessedly beloved by her 
Ir nand Countrs Magazine 1 when the Now, on the face of these circumstances, 
parties, perhaps, had never seen each it is utterly unaccountable to me why 
other’s face before in the course of their you, the widow of a city knight,- with a 
h' es good jointure, should not dose with the 

1 This magazine ran “imaginary” charac- 5 ° 2 A merchant, knighted because of an 

ter sketches, often scandalous in tone office which he held 



SHERIDAN , THE SCHOOL FOR SCANDAL 197 

passion of a man of such character and Servant Mr Surface 
expectations as Mr Surface, and more Lady Sneerzuell Show him up {Exit 

so, why you should be so uncommonly Siruaiit Enter Joseph Surface ] 

earnest to destroy the mutual attach- Joseph Surface My dear Lady Sneer- 
ment subsisting between his brother 5 well, how do you do today 5 Mr Snake, 
Charles and Maria jour most obedient 

Lads Sruerzeiell Then at once to un- Lads Sneercell Snake has just been 

raid this mystery, I must inform vou rallying me on our mutual attachment, 

that love his no share whatever m the but I have informed him of our real 
intercourse betvv een Mr Surface and me ro v lew s ^ ou know how useful he has been 
Snake No' to us, and, believ e me, the confidence is 

lady Sneer cell Ills real attachment not ill placed 
is to Maria, or to her fortune, but find- Joseph Surface Madam, it is impos- 
ing in his brother a favored rival, he has sible for me to suspect a man of Mr. 
been obliged to mask his pretensions 15 Snake’s sensibility and discernment, 
and profit by mv assistance Ladv Sneer cell \\ ell, vv ell, no com- 

S ale Yet still I am more puzzled phments now, but tell me when you saw 
vvhv jou should interest yourself m his your mistress, Maria, — or what is more 
success material to me, jour brother 

Lath Sneer tell Heavens' how dull 20 Joseph Surf ace I have not seen either 
jou are' Cannot you surmise the weak- since I left jou, but I can inform you 
ness which I hitherto, through shame, that they never meet Some of jour 
h iv c concealed even from you J Must I stones have taken a good effect on 
confess that Charles, that libertine, that Maria 

extravagant, th it bankrupt in fortune 25 Lads Sneertill Mi, my dear Snake, 
and reputation, — that he it is for whom the merit of this belongs to you But do 
I am thus anxious and malicious, and to your brother’s distresses increase 5 
gain whom I would sacrifice everything 11 Joseph Surface Lveryhour I am told 
Snake Now, indeed, your conduct he has had another execution in the 
appears consistent, but how came you 30 house yesterday In short, his dissipa- 
and Mr. Surface so confidential 5 tion and extravagance exceed anything 

Lady Sneeroell For our mutual in- I hav e ev cr heard of 
terest I have found him out a long time Lads Sneer tell Poor Chaiies' 

since I know him to be artful, selfish, Joseph Smface True, madam, not- 

and malicious, — in short, a sentimental 35 withst indmg his vices, one can’t help 
kn iv e, while with Sir Peter, and indeed feeling for him Poor Charles' I’m sure 
with all his icquamtanee, he passes foi I wish it were in mv power to be of any 

a youthful miriclc of piudence, good essential scrv ice to him, for the man who 

sense, and benevolence docs not share in the distresses of a 

Snake 1 ex' 1 et Sir Peter v ows lie has 40 brother, even though merited by his 
not his equal in England, and, abov e all, own misconduct, deserves — 
he praises him as a man of sentiment Lads Sneeroell O lud' you are going 

Lady Sute rt ell True, and with the to be moral and forget that you are 

assistance of his sentiment and hy- among friends. 

pocrisy he has brought Sir Peter entirely 45 Joseph Surface Egad, that’s true' I’ll 
into his interest with regard to Maria, keep that sentiment till I see Sir Peter, 
while poor Charles has no friend in the However, it is certainly a chanty to 
house, though I fear he Ins a powerful rescue Mam from such a libertine, who, 
one in Maria’s heart, against whom we if lie is to be reclaimed, can be so only 
mmt direct our schemes. {Enter Sen- 50 by a person of your ladyship’s supenor 
ant ] accomplishments and understanding 
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Snah I behe\e, Lady Sneenvell, wit loses its respect with me when I see 
here’s company coming I’ll go and copy it in company w ith m dice Wh it do you 
the letter I mentioned to you Mr Sur- think, Mr Surface? 
face, your most obedient Joseph Surface Certainly, madam 

Joseph Siuface Sir, your very de- 5 To smile at the jest which pi ints 1 thorn 
voted — [ E\it Snake ~] Lady Sneenvell, in another’s breast is to become a prm 
lams ery sorry you has e put any farther cipal m the mischief 
conhdence in that fellow Lads Sneit vtll Psln, there’s nc 

Lad\ Sitter cell Why so’ possibility of being wittv without a little 

Joseph Surfact I have lately detected 10 ill nature The malice of 1 good thing is 
him in frequent conference with old the barb that makes it stick What’s 
Rowley, who was formerly my father’s your opinion, Mr Surface? 
steward and has never, you know, been Joseph Siuface To be sure, madam, 
a friend of mine that com ersation where the spirit of 

Lad\ Sneervell And do you think he 15 raillery is suppressed will ever appear 
would betray us? tedious and insipid 

Joseph Surface Nothing more likely Maria Well, I’ll not debate how far 
Take mv word for ’t, Lady Sneervell, scandal mav be allowable, but in a man, 
that fellow hasn’t virtue enough to be I am sure, it is always contemptible 
faithful even to his own villainy Ah, 20 We have pride, envy, nvalship, and a 
Maria 1 [Enter Maria ] thousand motives to depreente each 

Lad\ Sneertell Maria, my dear, how other, but the male slanderer must 
do you do? What’s the matter? have the cowardice of a woman be- 

Mana Oh' there’s that disagreeable fore he can traduce one {Enter Serv- 
lover of mine, Sir Benjamin Backbite, 25 ant ] 

has just called at mv guardian’s with his Servant Madam, Mrs Candour is be- 
odious uncle, Crabtree, so I slipped out low and, if your ladyship’s at leisure, 
and ran hither to avoid them will leave her carnage 

Lads Sneervell Is that all 5 Lads Sneerctll Beg her to w ilk m 

Joseph Surface If my brother Charles 30 {Exit Servant 3 Now, Mini, here is a 
had been of the party, madam, perhaps character to your taste, for though Mrs 
you would not have been so much Candour is a little talkative, ev erybody 
alarmed allows her to be the best n itured and 

Lad\ Sneervell Nay, now vou are too best sort of woman 
severe, for I dare swear the truth of the 35 Maria Yes, with a very gross affecta- 
matter is, Maria heard you were here tion of good nature and benevolence, 
But, my dear, what has Sir Benjamin she does more mischief than the direct 
done that you should avoid him so? malice of old Crabtree 

Maria Oh, he has done nothing, but Joseph Surface I’ f nth that’s true, 
’tis for what he has said His conversa- 40 Lady Sneervvell Whenever I bear the 
tion is a perpetual libel on all his ac- current running against the characters 
quaintance of my friends, I never think them in 

Joseph Siuface Ay, and the worst of such danger as when Candour under- 
lt is, there is no advantage in not know- takes their defence 
mg him, for he’ll abuse a stranger just 45 Lad\ Sneervell Hush' — Here she is 
as soon as his best friend, and his {Enter Mis Candoiu 3 
uncle s as bad I/jr Candoin My de ir L idy Sneer- 

Lady Sneenvell Nay, but we should well, how have you been this century? 
make allowance, Sir Benjamin is a wit Mr Surface, what news do you heir, — 
and a poet 30 though indeed it is no matter, for I 

Maria For my part, I own, madam, think one hears nothing else but seandal 
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Joseph Surface Just so, indeed Mrs Candour To be sure they are, 
ma’am tale bearers are as bad as the tale 

Mrs Candour Oh, Maria, child I makers ’I is an old observation and a 

What, is the whole affair off between very true one, but what’s to be done, as 

you and Charles' 1 His extravagance, I 5 I said before? How will you prevent 

presume — the town talks of nothing else. people from talking? Today, Mrs 

Maria I am very sorry, ma’am, the Clackitt assured me Mr and Mrs 

town is not better employed Honeymoon were at last become mere 

Mrs Candour True, true, child, but man and wife like the rest of thur ac- 

there’s no stopping people’s tongues I 10 quamtance She likewise hinted that a 
own I was hurt to hear it, as I indeed certain widow in the next street had got 

was to learn from the same quarter that rid of her dropsy and recov ered her 

your guardian. Sir Peter, and Lady shape in a most surprising manner And 

Teazle have not agreed lately as well as at the same time Miss Tattle, who was 

could be wished 15 by, affirmed that Lord Buffalo had dis- 

Afana ’Tis strangely impertinent for cov ered his lady at a house of no ex- 
people to busy themselves so traordinary fame, and that Sir H[arry] 

Mis Candour Very true, child, but Boquet and Tom Saunter were to meas- 

what’s to be done? People will talk, tire swords on a similar provoeition 

there’s no preventing it Why, it was 20 But, Lord, do you think I would report 
but yesterday I was told that Miss G id- these things' No, no' T ale bearers as I 

about had eloped with Sir Filigree Dirt said before, are just as bad as the tale 
But, Lord, there’s no minding what one makers 

hears, though, to be sure, I had this Josiph Surface Ah' Mrs Candour, if 
Ifrom v ery good authority 25 everybody had your forbearance and 

Mana Such reports are highly scan- good nature' 
dalous Mrs Candour I confess, Mr Surface, 

Mrs Candour So they are, child, — I cannot bear to hear people attacked 

shameful, shameful' But the world is so behind their backs, and when ugly cir- 
censonous, no character escapes Lord, 30 cumstances come out against our ac- 
now who would have suspected your quamtance, I own I always love to think 
friend, Miss Prim, of an indiscretion ? the best By the by , I hope ’tis not true 
Yet such is the ill nature of people that that your brother is absolutely ruined 
they say her uncle stopped her last w eek Jotph Surface I am afraid his cir- 
just as she was stepping into the T ork 35 cumstances are v cry bad indeed, ma’am, 
diligence with her dancing master Mrs Candour Ah, I heard so, but 

Mana I’ll answer for ’t there are no you must tell him to keep up his spirits, 
grounds for that report L\ erybody almost is in the same w av. 

Mrs Candour Ah, no found ition in Lord Spindle, Sir I homas Splint, Cap- 
the world, I dare swe ir, no moie prob- 40 tain Quin/e, and Mr Nickit,— all up, 1 1 
ably than for the story circulated last hear, within this week, so, if Charles is 
month of Mrs Festino’s affair with undone, he’ll hnd half his acquaintance 
Colonel Cassino, — though, to be sure, ruined too, and that, you know, is a 
that matter was never rightly cleared consolation 

'up 45 Joseph Surface Doubtless, ma’am, a 

Joseph Surface The license of inven- very great one [ 'Enter Servant .] 
tion some people take is monstrous in- Servant Mr Crabtree and Sir Benja- 
deed mm Backbite \_Exit J 

Maria ’1 is so, but in my opinion Lady Sneernell So, Maria, you see 
those w ho report such things are equally 50 
culpable. * Arrested for debt. 
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vour lover pursues you Positively you Crabtiu No, ma’am, that’s not it. 
shan’t escape [_Enter Crabtni and Sir Miss Nicely is going to be married to 
Benjamin Backbite ] her own footman 

Crabtiee Lady Sneervv ell, I hiss jour Mrs Candour Impossible 1 
hand Mrs Candour, I don’t believ e you 5 Crabtrie. Ask Sir Benjamin 
are acquainted with my nephew, Sir Sir Benjamin ’ i is very true, ma’am. 
Benjamin Backbite? Egad, ma’am, he Everything is fixed and the wedding 
has a pretty wit and is a pretty poet too, liveries bespoke 

isn’t he, Lady Sneerwell? Crabtrie \ es, and they do say there 

Sir Bmjamin Oh, fie, uncle' 10 were pressing reasons for it 

Crabtree Nav, egad, it’s true, I back Lad\ Snetrwell Why, I have heard 
him at a rebus or a charade against the something of this before 
best rhymer in the kingdom Has your Mrs. Candour It can’t be — And I 
ladyship heard the epigram he wrote last wonder anyone should believe such a 

week on Lady Frizzle’s feather catching 15 story of so prudent a lady as Miss 
fire? — Do, Benjamin, repeat it, or the Nicely 

charade vou made last night extempore Sir Benjamin Olud'ma’am, that’sthe 
at Mrs Drovvzie’s comersazione Come, very reason ’twas believed at once She 
now, jour first is the name of a fish, your has always been so cautious and so re- 
second a great nav al commander, and — 20 served that everybody was sure there 
Sir Benjamin Uncle, now, prithee — was some reason for it at bottom 

Crabtie ' I’ faith, ma’am, ’twould sur- Mrs Candour Why, to be sure, 1 file 

prise you to hear how ready he is at all of scandal is as fatal to the credit of a 

these sort of things prudent lady of her stamp as a fev er is 

Lad\ Snei r~ell I wonder, Sir Benja- 2; generally to those of the strongest con- 
min, you never publish anything. stitutions But there is a sort of puny, 

Sir Benjamin To say truth, ma’am, sicklv reputation that is always ailing, 
’tis very v ulgar to print, md, as my little yet will outlive the robuster characters 
productions are mostly satires and lam- of a hundred prudes 
poons on particular people, I find they 30 Sir Benjamin • True, madam, there 
circulate more by giving copies in con- are v aletudinarians in reputation as well 

fidence to the friends of the parties as in constitution, who, being conscious 

However, I have some love elegies, of their weak part, avoid the least breath 

which, when favored with this lady’s of air and supply their want of stamina 

smiles, I mean to giv e the public [Boa- 3; by care and circumspection 
mg to Maria~\ Mrs Candour Well, but this may be 

Crabtree - ’Fore heaven, ma’am, they’ll all a mistake You know, Sir Btnj iinin, 
immortalize you' — You will be handed very trifling circumstances often give 
down to posterity like Petrarch’s Laura rise to the most injurious talcs 
or \\ allcr’s Sachanssa 40 Ciabtree That they do, I’ll be sworn, 

Sir Benjamin Yes, madam, I think ma’am Did you ever hear how Miss 

you will like them when vou shall see Piper came to lose her lover and her 

them on a beautiful quarto page, where character last summer at Tunbridge? 

a neat rivulet of text shall meander Sir Benjamin, you remember it? 
through a meadow of margin ’Fore gad 45 Sir Benjamin Oh, to be sure, — the 
they will be the most elegant things of most whimsical circumstance 
their kind' Lady Sneiruell How was it, pny ! 

Cradne But, 1 idles, that’s true — Crabtree Why, one evening at Mrs 

Have you heard the news? Ponto’s assembly the conversation hap- 

Mr r Candour What, sir, do you 50 pened to turn on the breeding of Nova 
mf-an the report of — Scotia sheep in this country Says a 
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young lady in company, “I have known he entertains his friends he will sit down 
instances of it, for Miss Letitia Piper, a to dinner with a dozen of his own securi- 
first cousin of mine, had a Nova Scotia ties, have a score of tradesmen waiting 
sheep that produced her twins.” in the antechamber, and an officer be- 
“What,” cries the Lady Dowager Dun- 5 hind every guest’s chair, 
dizzy, who, you know, is as deaf as a Joseph Surface: This may be enter- 
post, “has Miss Piper had twins?” This taining to you, gentlemen, but you pay 
mistake, as you may imagine, threw the very little regard to the feelings of a 
whole company into a fit of laughter. brother. 

However, ’twas next morning every- 10 Maria: [_Asidef\ Their malice is in- 
where reported, and in a few days be- tolerable! — Lady Sneerwell, I must wish 
lieved by the whole town, that Miss you a good morning; I’m not very well. 
Letitia Piper had actually been brought [£\ih] 

to bed of a fine boy and a girl; and in less Mrs. Candour: O dear, she changes 
than a week there were some people who 15 color very much! 

could name the father and the farm- Lady Sneerwell: Do, Mrs. Candour, 
housewhere the babies were put tonurse. follow her. She may want assistance. 
Lady Sneerwell: Strange, indeed! Mrs. Candour: That I will, with all 

Crabtree: Matter of fact, I assure you. my soul, ma’am. Poor dear girl, who 

— O lud, Mr. Surface, pray is it true that 20 knows what her situation may be! 
your uncle, Sir Oliver, is coming home? [Exit.'] 

Joseph Surface: Not that I know of, Lady Sneerwell: ’Twas nothing but 
indeed, sir. that she could not bear to hear Charles 

Crabtree: He has been in the East reflected on, notwithstanding their dif- 
Indies a long time. You can scarcely re- 25 ference. 

member him, I believe? Sad comfort, Sir Benjamin: The young lady’s pen- 
whenever he returns, to hear how your chant is obvious. 

brother has gone on. Crabtree: But, Benjamin, you must 

Joseph Surface: Charles has been im- not give up the pursuit for that. Follow 
prudent, sir, to be sure; but I hope no 30 her and put her into good humor. Re- 
'busy people have already prejudiced Sir peat her some of your own verses. 
Oliver against him. He may reform. Come, I’ll assist you 

Sir Benjamin : To be sure, he may. Sir Benjamin: Mr. Surface, I did not 
For my part, I never believed him to be mean to hurt you; but depend on 't your 
so utterly void of principle as people say; 35 brother is utterly undone, 
and, though he has lost all his friends, I Crabtree: O lud, ay! Undone as ever 
am told nobody is better spoken of by man was! Can’t raise a guinea! 
the Jews. Sir Benjamin: And everything sold, 

Crabtree: That’s true, egad, nephew. I’m told, that was moveable. 

If the Old Jewry was a ward, I believe +0 Crabtree: I have seen one that was at 
Charles would be an alderman. No man his house. Not a thing left but some 
is more popular there, ’fore gad ! I hear empty bottles that were overlooked and 
he pays as many annuities as the Irish the family pictures, which I believe are 
tontine 4 ; and that whenever he is sick, framed in the wainscots, 
they have prayers for the recovery of his 45 Sir Benjamin: And I’m very sorry 
health in all the synagogues. also to hear some bad stories against 

Sir Benjamin: Yet no man lives in him. [GoAig.J 
greater splendor. They tell me that when Crabtree: Oh, he has done many mean 
4 Government loans based upon the sale things, that s certain. > 

of annuities, so named because invented by 5 ° Sir Benjamin: But, however, as he s 
the Italian banker, Tonti. your brother— [Going.] 
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Qjcene II. Sir Peter’s house.] 

£ Enter Sir Peter.'] 

Sir Peter: When an old bachelor mar- 
ries a young wife, what is he to expect ? 


Crabtree: We’ll tell you all another Rozvley: Oh, Sir Peter, your servant! 
opportunity. \_Exeunt Crabtree and Sir How is it with you, sir ? 

Benjamin .] Sir Peter: Very bad, Master Rowley, 

Lady Sneerzvell: Ha! ha! ’tis very hard very bad. I meet with nothing but 
for them to leave a subject they have not 5 crosses and vexations, 
quite run down. Rozvley: What can have happened to/ 

Joseph Surface: And I believe the trouble you since yesterday? 
abuse was no more acceptable to your Sir Peter: A good question to a mar- 
ladyship than Maria. ried man! 

Lady Sneerzvell: I doubt her affections 10 Rozvley: Nay, I’m sure your lady, Sir 
are farther engaged than we imagine. Peter, can’t be the cause of your uneasi- 
But the family are to be here this eve- ness. 

ning; so you may as well dine where you Sir Peter: Why, has anybody told you 
are and we shall have an opportunity of she was dead ? 

observing farther. In the meantime, I’ll 15 Rozvley: Come, come, Sir Peter, you 
go and plot mischief and you shall study love her, notwithstanding your tempers 
sentiment. [Exeunt.] don’t exactly agree. 

Sir Peter: But the fault is entirely 
hers, Master Rowley. I am myself the 
20 sweetest tempered man alive and hate a 
teasing temper; and so I tell her a hun- 
dred times a day. 

Rozvley: Indeed! 

Sir Peter: Ay; and what is very ex- 
’Tis now six months since Lady Teazle 25 traordinary in all our disputes she is 
made me the happiest of men, — and I always in the wrong. But Lady Sneer- 
have been the most miserable dog ever well and the set she meets at her house 
since! We tiffed a little going to church encourage the perverseness of her dispo- 
and fairly quarreled before the bells had sition. Then, to complete my vexation, 
done ringing. I was more than once 30 Maria, my ward, whom I ought to have 

nearly choked with gall during the the power over, is determined to turn 

honeymoon and had lost all comfort in rebel too and absolutely refuses the man 
life before my friends had done wishing whom I have long resolved on for her 
me joy. Yet I chose with caution, — a girl husband, meaning, I suppose, to bestow 
bred wholly in the country, who never 35 herself on his profligate brother. 
knew luxury beyond one silk gown nor Rowley: You know, Sir Peter, I have | 
dissipation above the annual gala of a always taken the liberty to differ with 

race ball. Yet she now plays her part in you on the subject of these two young 

the extravagant fopperies of the fashion gentlemen. I only wish you may not be 
and the town with as ready a grace as if 40 deceived in your opinion of the elder, 
she never had seen a bush or a grass-plot For Charles, my life on ’t, he will re- 
out of Grosvenor Square. I am sneered retrieve his errors yet. Their worthy 
at by all my acquaintance and para- father, once my honored master, was 
graphed in the newspapers. She dissi- at his years nearly as wild a spark; 
pates my fortune and contradicts all my 45 yet when he died, he did not leave 
humors; yet the worst of it is, I doubt 1 a more benevolent heart to lament his 
I love her, or I should never bear all this. loss. 

However, I’ll never be weak enough to Sir Peter: You are wrong, Master 
own it. [Enter Rowley.] Rowley. On their father’s death, you 

50 know, I acted as a kind of guardian to 
them both till their uncle Sir Oliver’s 


1 Fear. 
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liberality gave them an early independ- Rootle y Most strictly lie means, be- 

ence Of course, no person could have fore it is known, to mike some trial ot 
more opportunities of (udging of their their dispositions 

hearts, and I was never mistaken in my in Peter Ah 1 Theie needs no art to 
life Joseph is indeed a model for the 5 discos er their merits He shall ha\e his 
young men of the age He is a man of w aj , but, pray, does he know I am 
oentiment and acts up to the sentiments married ? 

lie professes, but for the other, take my Rowley Yes, and will soon wish you 
word for ’t, if he had any gram of s irtue joy 

by descent, he has dissipated it with the 10 Sir Piter What, as we drink health 
rest of his inheritance Ah 1 my old friend to a friend in a consumption? Ah' Oln er 
Sir 01 i\ er will be deeply mortified when will laugh at me We used to rail at 
he finds how part of his bounty has been matrimony together, and he Ins been 
misapplied steady to his te\t Well, he must be soon 

Rowley I am sorry to find you so \ 10- 15 at my house, though — I’ll instantly 
lent against the young man, because this gi\ e orders for his reception But, 
may be the most critical period of his Master Rowley, don’t drop a word that 
fortune I came hither with news that Lady Tea7le and I ever disagree 
will surprise you Ro iley By no means 

Sir Pitir What? Let me hear 1 20 ^Sir Peter For I should never be able 
Ro iley Sir Oliver is armed and at to stand Noll’s jokes, so I’ll have him 
this moment in town think, Lord forgive me 1 that we are a 

Sir Peter How 1 You astonish mel I very happy couple, 
thought you did not expect him this Rowley I understand you, but then 
month 25 you must be \ ery careful not to differ 

Ro de\ I did not, but his passage has while he is m the house with you 
been remarkably quick. Sir Peter Egad, and so we must, — 

Sit Peter Egad, I shall rejoice to see and that’s impossible Ah 1 Master 
niyoldfuend ’Tis fifteen years since we Rowley, when an old bachelor marries 
met We have had many a day together 30 a young wife, he deserves — No, the 
But does he still enjoin us not to inform crime carries its punishment along with 
his nephews of his arm al ? it [Exeunt J 


QUESTIONS ON ACT I 

I. Reread the section entitled “Exposition” in the discussion which 
follows Act I of Lady W indermere’s Fan Does Sheridan manage his ex- 
position as successfully as Wilde? Consider especially the early part of 
Scene 1 

2 How rapidly does characterization proceed in Scene 1? 

3 What is the advantage of using certain terms from art to discuss 
gossip in Scene 1, p 196 b, 3 ff ? Analyze the phiase “mellowness of sneer,” 
as well as Lady Sneerwell’s remark to Joseph (p. 197 b, 43) “Olud 1 you 
aie going to be moial, and forget that you are among friends.” 

4 What is the dramatic function of Joseph’s remark to Lady Sneeiwell 
about Chailes and old Rowley (p. 198 a, 7 IF)? Of the reference to Sir 
Olivet’s leturn in Scene 11 (p 203 a, 21-22)? 

3. What is the source of the wit in Joseph’s remark that Sir Benjamin 
will “abused stranger just as soon as his best friend” (p. 198 a, 45)? 
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6. Who is the winner in the little interchange between Lady Sneerwell 

and Sir Benjamin which begins “I wonder, Sir Benjamin. . . (p. 200 a, 

27 ff.)? 

7. Do you find any puns in Scene i ? 

8 . By what means is Charles characterized in Scene i? 

9. Keeping in mind the skillful way in which Wilde makes all of hit 
first act lead up to and focus our attention on the contents of Act II, de- 
termine whether Sheridan is equally successful in initiating action and in 
pointing ahead. 

Lady Teazle: And am I now to blame, 
ACT II Sir Peter, because flowers are dear in 

cold weather? You should find fault with 
[Scene I. Sir Peter's house.] the climate, and not with me. For my 

5 part, I’m sure I wish it was spring all 

[_Enter Sir Peter and Lady Teazle .] year round and that roses grew 

Sir Peter: Lady Teazle, Lady Teazle, under our feet! 

I'll not bear it! Sir Peter: Oons, madam! If you had 

Lady Teazle: Sir Peter, Sir Peter, you been born to this, I shouldn’t wonder at 
may bear it or not as you please; but I 10 your talking thus; but you forget what 

ought to have my own way in every- your situation was when I married you. 

thing, and, what’s more, I will, too. Lady Teazle: No, no, I don’t, ’fwas a 
What though I was educated in the very disagreeable one, or I should never 

country, I know very well that women have married you. 

of fashion in London are accountable to 15 Sir Peter: Yes, yes, madam, you were 
nobody after they are married. then in somewhat a humbler style, — 

Sir Peter: Very well, ma’am, very the daughter of a plain country squire, 
well; so a husband is to have no influ- Recollect, Lady Teazle, when I saw you 
ence, no authority? first, sitting at your tambour'- in a 

Lady Teazle: Authority! No, to be 20 pretty figured linen gown with a bunch 
sure! If you wanted authority over me, of keys at your side, your hair combed 
you should have adopted me and not smooth over a roll and your apartment 
married me. I am sure you were old hung round with fruits in worsted of 
enough. your own working. 

Sir Peter: Old enough! Ay, there it is. 25 Lady Teazle: Oh, yes! I remember it 
Well, well, Lady Teazle, though my life very well, and a curious life I led. My 
may be made unhappy by your temper, daily occupation to inspect the dairy, 
I’ll not be ruined by your extravagance, superintend the poultry, make extracts 

Lady Teazle: My extravagance! I’m from the family receipt-book, and comb 
sure I’m not more extravagant than a 30 my Aunt Deborah’s lap-dog. 
woman of fashion ought to be. Sir Peter: Yes, yes, ma’am, ’twas so 

Sir Peter: No, no, madam, you shall indeed, 
throw away no more sums on such un- Lady Teazle: And then you know, my 
meaning luxury. 'Slife! to spend as much evening amusements! To draw patterns 

to furnish your dressing-room with 35 for ruffles, which I had not materials to 

flowers in winter as would suffice to make up; to play Pope Joan 3 with the 

turn the Pantheon 1 into a greenhouse curate; to read a sermon to my aunt; or 

and give a fete champctre at Christmas. to be stuck down to an old spinet to 

'A concert hall, a favorite resort of the ! Embroidery frame. 3 An old game of 
fashionable world at this time. cards. 
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strum my father to sleep after a fox- Lady Teazle That’s \ery true, in- 
chase deed, Sir Peter, and, has mg married 

Sir Peter I am glad you Iia\ c so good you, T should ne\ er pretend to taste 
a memory Yes, madam, these were the again, I allow But now, Sir Peter, since 
recreations I took you from, but now 5 we base finished our daily jangle, I pre- 
y"ou must have your coach, — ns-a-visf — sume I may go to my engagement at 
and three pow dered footmen before your Lady Sneerwell’s 
chair, and in the summer a pairofwhite Sir Peter A>, there’s another precious 
cats * to draw you to Kensington Gar- circumstance* A charming set of ac- 
dens ISlo recollection, I suppose, when loquaintance you hate made there 1 
you were content to ride double behind Lady Teazle Nay, Sir Peter, they are 
the butler on a docked coach-horse all people of rank and fortune and re- 

Lady Teazle No — I swear I ne\ er did markably tenacious of reputation 

that I deny the butler and the coach- Sir Piter \ es, egad, they are tena- 
horse 15 cious of reputation with a \ engeance, 

Sir Pttei This, madam, was jour for they don’t choose anybody should 
situation , and w hat has e I done for y ou ? has e a character but themsels es * Such a 

I has e made j ou a woman of fashion, of cress ' Ah, many a ss retch has rid on a 
fortune, of rank, — in short, I has e made hurdle f ss ho has done less mischief than 
you my ssife 20 these utterers of forged tales, coiners of 

Lady Teazle Well, then, and there is scandal, and clippers of reputation 

but one thing more you can make me to Lady TeazJt What, ssould sou re- 
add to the obligation, that is — strain the freedom of speecli 1 

Sir Pete > My ssidoss, I suppose? Sir Peter Ah' they base made you 

Lady Teazle Hem* hem* 2$ just as bad as any one of the socu.ts 

Sir Petit I thank you, madam, but Lady Ttazle W hs , I belies e I do bear 

don’t flatter yourself, for, though your ill a part ss ith a tolerable grace But I s osv 

conduct may disturb my peace, it shall I bear no malice against the people I 
never break my heart, I promise you abuse When I siy an ill-natured tiling, 
However, I am equally obliged to you 30 ’tiS out of pure good humor, and I take 
for the hint it for granted they deal exactly in the 

Lady Teazle Then sshy will you en- same manner svith me But, Sir Peter, 
deasor to make yourself so disagreeable you knoss you promised to come to Lady 
to me and this art me m eserv little ele- Sneerw ell’s, too 

gant expense? 35 Sir Petit W ell, ss ell, I’ll call in just 

Sir Peter ’Shfe, madam, I sas , h id to look ifter my ow n character 
you any of these little elegint expenses Lady Teazle Then, indeed, you must 
svhen you married me? make h istc after me, o r you’ll be too 

Lady Teazle Lud, Sir Peter, ssould late So good by to y c 1 [£i;/] 
you have me be out of the fashion? 40 Sir Peter So I hase g lined much by 
Sir Peter The fashion, indeed * What my intended expostulation 1 Yet svith 
had you to do with the fashion before what a charming air she contradicts 
you married me? eserythmg I say, and how pleasantly 

Lady Teazle For my part, I should she shows her contempt for my lutlior- 
tlunk you ssould like to have your svife 45 lty' Well, though I can’t make her lose 
thought a svoman of taste me, there is great satisfaction in qu irrcl- 

Sir Peter Ay* There again' Taste' mg with her, and I think she neser 
Zounds, madam, you had no taste sshen appears to such ads antage as when she 
you married me' is doing everything in her power to 

4 A coach in which the occupants sat so as plague me. \_Exitd\ 
to face one another 6 Ponies. s Rail 
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jNcrxr II At Lady Sneeraaell’s] 

| [LnUt Lads Sneer tell, Mrs Candcur, 
Crabtree, Sir Binjanun Backbite, and 
Joseph Surface 3 

Lad\ Sneer util Nay, positiaely, we 
will hear it 

Joseph Surface V es, y es, the epigram, 
by all means i 

Sir Benjamin O plague on it, uncle* 
‘Tis mere nonsense 

Crabtne No, no* ’lore gad, aery 
cleaer for an extempore* 

Sir Benjamin But, ladies, you should i 
be acquainted aaith the circumstance 
\ou must know that one day last week 
as Lady Betty Curricle avas taking the 
dust in Hyde Park in a sort of duo- 
decimo phaeton, she desired me to \\ rite 2 
some verses on her ponies, upon avhich I 
took out my pocketbool and in one 
moment produced che folloaaing — 

Sure neaer avere seen two such beautiful 2 
ponies, 

Other horses are clowns, but these maca- 
ronies 

To giae them this title I in sure cant be 
wrong, 

Ihur legs are so shm and their tails are so 3 
long 

Crabtree There, ladies, done in the 
smack of a avhip and on horseback too* 
Joseph Surface A aery Phoebus 3 
mounted* Indeed, Sir Benjamin* 

Sir Benjamin Oh, dear sir* Trifles, 
trifles [_L liter Lads Teazle and Maria ] 
Mrs Candour I must have a copy 
Lad\ Sneer tell Lady Teazle, I hope 4.1 
we shall see Sir Peter ? 

Lad\ Teazle I believe he’ll wait on 
a nr 1 idyship presently 

Lad\ Sneer urell Maru, my loae, you 
look gr iv e Come, you shall sit down to 4 
piquet with Mr Surf ice 

Maria I tike a era little pie isure in 
ca r ds, however I’ll do is you pleise 
Lad\ leazle \_Asidc ] I am surprised 
Mr Surface should sit down aaith her, 1 51 
thought he would haae embraced this 


opportunity of speaking to me before 
Sir Peter c ime 

Mrs Candour Now, I’ll die, but you 
are so scandalous I’ll forswear your so- 
S eiety ! 

Lad\ Teazle What’s the matter, M-A 
Candour f 

I/ir Candour They’ll not alloaa our 
friend Miss Vermilion to be h mdsome 
0 Lad\ Sneer veil Oh, surely she is a 
pretty woman 

Crabtree I am a ery glad you think so, 
ma’am 

Mrs Candour She has a charming, 
5 fresh color 

Lads 1 eade V es, when it is fresh put 
on 

Mrs Candour Oh, fie* I’ll saaear her 
color is natural \ haa e seen it come and 
o go 

Lad\ Teazle I dare saaeir you haae, 
ma’am, it goes off at night and comes 
again in the morning 

Sir Benjamin True, ma’ im, it not 
5 only comes and goes, but what’s more, 
egad, her maid can fetch md carry it* 

Mrs Candour Ha, ha, h 1* Hoaa I hate 
to hear you talk so* But surely, noav, her 
sister is, or was, very handsome 
o Crabtne Mho? Mrs Taergfeen ? 0 
Lord* She’s six-and-fifta if she’s an hour* 

Mrs Candour Now positiaelv aou 
aarong her, hfty-tavo or fifty-three m the 
utmost, — and I don’t think she looks 
; more 

Sir Benjamin Ah* There’s no judging 
by her looks unless one could see her fate 

Lads Sneer veil Well, well, if Mrs 
F a ergreen does take some p uns to re- 
3 p ur the raa ages of time, y ou must allow 
she effects it with gre it ingenuity , and 
surely that’s better than the careless 
manner in as Inch the aaidoas Ochre 
chalks her aannkles 

5 Sir Benjamin Nav, now, Lady Sneer- 
well, you ire sea ere upon the widow 
Come, come, ’tis not th it she p lints so 
ill, but, aahen she h is finished her face, 
she joins it so b idly to her neck th it she 
3 looks like 1 mended stituc in aahich the 
connoisseur may see at once that the 
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head’s modern though the trunk’s an- much pains to get rid of it, you ought 
tique. not to reflect on her. 

Crabtree: Ha! ha! ha! Well said, Lady Sneerwell: That’s very true, in- 
nephew! deed. 

Jrs. Candour: Ha! ha! ha! Well, you 5 Lady Teazle: Yes, I know she almost 
make me laugh; but I vow I hate you for lives on acids and small whey; laces her- 
it. What do you think of Miss Simper? self by pulleys; and often in the hottest 
' Sir Benjamin: Why, she has very noon in summer you may see her on a 
pretty teeth. little squat pony, with her hair plaited 

Lady Teazle: Yes; and on that ac- 10 up behind like a drummer’s and puffing 

count, when she is neither speaking nor round the Ring 2 on a full trot, 

laughing, which very seldom happens, Mrs. Candour: I thank you, Lady 
she never absolutely shuts her mouth, Teazle, for defending her. 
but leaves it always on a-jar, as it were; Sir Peter: Yes, a good defence, truly 
'thus — [Shows her teeth.'] 15 Mrs. Candour: Truly, Lady Teazle is 

Mrs. Candour: How can you be so ill as censorious as Miss Sallow, 
natured ? Crabtree: Yes, and she is a curious be- 

Lady Teazle: Nay, I allow even that’s ing to pretend to be censorious, an awk- 
better than the pains Mrs. Prim takes to ward gawky without any one good point 
conceal her losses in front. She draws her ao under heaven. 

mouth till it positively resembles the Mrs. Candour: Positively you shall 
aperture of a poor’s-box, 1 and all her not be so very severe. Miss Sallow is a 
words appear to slide out edgewise, as near relation of mine by marriage, and, 

it vqre; thus: IIuzv do you do, madam ? as for her person, great allowance is to 

Yes, madam. 25 be made; for, let me tell you. a woman 

Lady Sneerwell: Very well, Lady labors under many disadvantages who 

Teazle. I see you can be a little severe. tries to pass for a girl of six-and- 

La.dy Teazle: In defence of a friend it thirty, 

is hue'* justice. But here conies Sir Peter Lady Sneerwell: Though, surely, she 
to spoil our pleasantry. [Enter Sir 30 is handsome still; and for the weakness 
Peter.] in her eyes, considering how much she 

Sir Peter: Ladies, your most obedient. reads by candlelight, it is not to be 
— [Aside.] Mercy on me, here is the wondered at. 

whole set! A character dead at every Mrs. Candour: True, and then as to 
word, I suppose. 35 her manner; upon my word, I think it is 

Mrs. Candour: I am rejoiced you are particularly graceful, considering she 
come, Sir Peter. They have been so cen- never had the least education; for you 

sorious, and Lady Teazle as bad as any know her mother was a Welsh milliner 

one. and her father a sugar-baker at Bristol. 

Sii Peter: That must be very dis-40 Sir Benjamin: Ah! you are both of 
tressing to you, Mrs. Candour, I dare you too good natured! 
swear. Sir Peter: [Aside.] Yes, damned good 

Mrs. Candour: Oh, they will allow natured! This their own relation! Mercy 
good qualities to nobody, not even good on me! 

nature to our friend Mrs. Pursy. 4.3 Mrs. Candour : For my part, I own I 

Lady Teazle: What, the fat dowager cannot bear to hear a friend ill spoken of. 
who was at Mrs. Quadrille’s last night? Sir Peter: No, to be sure! 

Mrs. Candour: Nay, her bulk is her Sir Benjamin: Oh, you are of a moral 

misfortune; and, when she takes so turn. Mrs. Candour and I can sit for an 


1 A collection box with a slit in the top. 


2 In Hyde Park. 
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hour and hear Lady Stucco talk senti- Sir Peter Ah, madam, true wit is 
ment more nearly allied to good nature that) 

Lads Teazle Nay, I vow Lady Stucco jour ladyship is aware of 
is \erj well with the dessert after dinner, Lads Teazle True, Sir Petei I be- 
for she’s just like the French fruit one 5 lie\e they are so near akin that they can 
cracks for mottoes, made up of paint never be united 

and proverb Sir Benjamin Or lather, madam, 

Mrs Candour Well, I never will join suppose them to be man and wife be- 
m ridiculing a friend, and so I constantly cause one seldom sees them together 
tell my cousin Ogle, and you all know 10 Lady Teazle But Sir Peter is such an 
what pretensions she has to be critical enemy to scandal I believe he would 
on beauty hav e it put down by parliament 

Crabtre e Oh, to be sure, she has her- Sir Peter Tor heaven, madam, if they 
self the oddest countenance that ever were to consider the sporting with repu- 
was seen, ’tis a collection of features 15 tation of as much importance as poach- ' 
from all the different countries of the mg on manors and pass an act for the 
globe preservation of fame, 1 believe 1 would 

Sir Benjamin So she has, indeed 1 An thank them for the bill 
Irish front — Lads Sneerwell O lud, Sir Pet“r, 

Crabtree Caledonian locks — 20 would you deprive us of our privileges? 

Sir Benjamin Dutch nose — Sir Peter Ay, madam, and then no 

Crabtree Austrian lips — person should be permitted to kill char- 

Sir Benjamin Complexion of a Span- acters and run down reputations but 
iard — qualified old maids and disappointed 

Crabtree 4 nd teeth a la Chinoise — 25 widows 

Sir Benjamin In short, her face re- Lady Sneer-veil Go, you monster 1 

sembles a table d'hote at Spa, — where no Mrs Candour But, surely, jou would 

two guests are of a nation — not be quite so severe on those who only 

Crabtree Or a congress at the close of report what they hear 1 

a general war, — wherein all the members, 30 Sir Peter Yes, madam, I would have 
ev en to her ej es, appear to have a dif- law merchant 3 for them, too, and in all 

ferent interest, and her nose and chm cases of slander currency, w henev er the 

are the only parties likely to join issue drawer of the lie was not to be found, the 

Mrs Candour Ha 1 ha 1 ha 1 injured paities should hive a right to 

Sir Peter [Aside ] Mercy on my life 1 35 come on any of the indorsers 
A person they dine with twice a week 1 Crabtree Well, for rav part, I believe 
Lads Sneer tell Go, go 1 ’Vou are a there nev ci was a scand ilous tale with- 
couple of provoking toads out some foundation 

Mrs C andom Nay, but I vow you Sir Peter O, nine out of ten of the 
shall not carry the laugh off so, for give 40 malicious inventions are founded on 
me leave to say that Mrs Ogle — some ridiculous misrepresentation 

Sir Peter Madam, madam, I beg your Lads Sneer cell Come, 1 idles, shall 
pardon There’s no stopping these good we sit down to cards in the next room? 
gentlemen’s tongues But when I tell [Enter Servant, who vhispers Sir Peter] 
you, Mrs Candour, that the lady they 45 Sir Peter [ To Servant ] I’ll be with 
are abusing is a particul ir friend of mine, them directly [Exit Servant Aside ] I’ll 
I hope you’ll not t ike her part get iw ay unpercuv ed 

Lads Sntnu.ell Ha 1 ha 1 ha 1 Well said, Lads Sitter cell Sir Peter, you are not 
Sir Peter 1 But you are a cruel creature, going to leave us? 

— too phlegmatic yourself for a jest, and >,0 

too peev ish to allow w it in others s Commtrci il law 
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Sir Peter Your ladyship must e\cuse Joseph Surface Nay, but, Maria, do 
vne, I’m called away by particular busi- not leave me with a frown By all that’s 

ness Bi t I leave my character behind honest I swear — [kneels Enter Lady 

me [Exit ] Teazle Aside Gid’s life, here’s Lady 

’ Sir Benjamin Well — certainly, Lady 5Tea7le — You must not — no, you shall 
Tei/le, that lord of yours is a strange not — for though I have the greatest re- 

being I could tell you some stories of gard for Lady Te izle — 
him w ould m lit you laugh heartily if he Maria Lady 1 eazle I 
were not your husband Jo n ph Surface \ et w ere Sir Peter to 

Lad\ leazlt Oh, pray don’t mind io suspect — \_Lad\ Teazle conns Jot card ] 
that, come, do let’s hear them [Joins Lad\ Teazle [ 'Aside ] \Miat is this, 
the u rt of the company going into the in xt pray? Does he take her for me? — Child, 
room, iho i u tint, except Joseph Surface you are wanted in the ne\t room [Exit 
and Maria ] Maria ] What is all this, pny? 

J eph Surface Maria, I see you hate is Joseph Surface Oh, the most unlucky 
no sitisfiction in this society circumstance m nature 1 Maria has some- 

Maria How is it possible I should" how suspected the tender concern I hat e 
If to raise m llicious smiles at the in- for \our happiness and threatened to 
futilities or misfortunes of those who acqunnt Sir Peter with her suspicions, 
hav c nev er injured us be the prov ince of 20 and I was just endeavoring to reason 
wit or humor, Ileav en grant me a double with her when y ou came in 
portion of dulness I Ladx TeaJt Indeed 1 but you seemed 

J seph Surface Yet they appear more to adopt a eery tender mode of reason- 
lll-n itured than they are, they haee no mg Do you usually argue on jour 
malice at heart 25 knees? 

1/ aria Then is their conduct still Joseph Surface Oh, she’s a child and 
more contemptible, for, in my opinion, I thought a little bombast — But, Lady 
nothng could excuse the intemperance Teazle, evhen are vou to gi\e me your 
of their tongues but a natural and un- judgment on my library, as you prom- 
controllable bitterness of mind 30 lsed ? 

JosephSurface Undoubtedly, madam, Ladx Tiazk No, no, I begin to think 
and it has always been a sentiment it would be imprudent, ind you know I 
of mine that to propagate a mall- admit you as a loser no farther than 
cioi's truth wantonly is more despica- fashion sanctions 
** ble than to falsify from revenge But 35 Joseph Surface True — a mere Pla- 
can vou, Maria, feel thus for others tonic cicubto,' — what every wife is en- 
and be unkind to me alone? Is hope to titled to 

be denied the tenderest passion? Ladx l eazle Certainly, one must not 

Maria Why will you distress me by be out of the fashion However, I have 
renewing this subject? 40 so many of my country prejudices left 

Joseph Surface Ah, Maria, you would that, though Sir Peter’s ill humor may 
not treat me thus and oppose your vev me ever so, it shall never provoke 
guardi in, Sir Peter’s will, but that I see me to — 

that profligate Charles is still a favored Joseph Surface The only revenge in 
rival 45 your power Well, I applaud your mod- 

Mana Ungenerously urged I But eration 
vvh itever my sentiments are for that un- Ladx Teazle Go 1 You are an msmu- 
fortunate young man, be assured I shall ating wretch 1 But we shall be missed 
not feel more bound to give him up be- Let us join the company, 
cause his distresses have lost him the 50 
regard even of a brother. 4 Gallant 
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Joseph Surface: Bat we had best not not to be prejudiced against my nephew 
return together. by such, I promise you. No, no; ii 

Lady Teazle: Well, don’t stay, for Charles has done nothing false or mean, 
Maria shan’t come to hear any more of I shall compound for his extravagance, 
your reasoning, I promise you. [-Evit.] 5 Rowley: Then, my life on ’t, you will 
Joseph Surface: A curious dilemma reclaim him. Ah, sir, it gives me new life 
my politics have run me into! I wanted to find that your heart is not turned 

at first only to ingratiate myself with against him and that the son of my good 

Lady Teazle that she might not be my old master has one friend, however, 
enemy with Maria; and I have, I don’t 10 left. 

know how, become her serious lover. Sir Oliver: What! Shall I forget, 

Sincerely I begin to wish I had never Master Rowley, when I was at his years 

made such a point of gaining so very myself? Egad, my brother and I were 

good a character, for it has led me into neither of us very prudent youths; and 

so many cursed rogueries that 1 doubt is yet I believe you have not seen many 'I 
I shall be exposed at last. [£*»{.] better men than your old master was? 

Rowley: Sir, ’tis this reflection gives 
[Scene III. Sir Peter Teazle’s house.] me assurance that Charles may yet be 

rr , -1 a credit to his family. But here comes I 

[Enter Rowley and Sit Oliver Surface , J ' 

Sir Oliver: Ha! ha! ha! so my old Sir Oliver: Egad, so he does. Mercy 
friend is married, hey? A young wife on me, he’s greatly altered and seems 
from the country! Ha! ha! ha! that he to have a settled, married look! One may 
should have stood bluff 1 to old bachelor read husband in his face at this distance, 
so long and sink into a husband at last! 25 [ Enter Sir Peter .] 

Rowley: But you must not rally him Sir Peter: Ha! Sir Oliver, my old 
on the subject. Sir Oliver; ’tis a tender friend! Welcome to England a thousand 
point, I assure you, though he has been times! 

married only seven months. Sir Oliver: Thank you, thank you, Sir 

Sir Oliver: Then he has been just half 30 Peter! And i’ faith I am glad to find you 
a year on the stool of repentance! Poor well, believe me! 

Peter! But you say he has entirely given Sir Peter: Oh, ’tis a long time since 
up Charles — never sees him, hey? we met, — fifteen years, I doubt, Sir 

Rowley: His prejudice against him is Oliver, and many a cross accident in 
astonishing, and I am sure greatly in- 35 the time. 

creased by a jealousy of him with Lady Sir Oliver: Ay, I have had my share. 
Teazle, which he has industriously been But, what! I find you are married, hey? 
led into by a scandalous society in the Well, well, it can’t be helped; and so — I 
neighborhood who have contributed not wish you joy with all my heart! 
a little to Charles’s ill name. Whereas 4° Sir Peter: Thank you, thank you, Sir 
the truth is, I believe, if the lady is par- Oliver. Yes, I have entered into — the 
tial to either of them, his brother is the happy state; but we’ll not talk of that 
favorite. now. 

Sir Oliver: Ay, I know there are a set Sir Oliver: True, true, Sir Peter. Old 
of malicious, prating, prudent gossips, 45 friends should not begin on grievances 
both male and female, who murder char- at first meeting. No, no, no. 
acters to kill time and will rob a young Rowley: [Aside to Sir Oliver .] Take 
fellow of his good name before he has care, pray, sir. 

years to know the value of it. But I am Sir Oliver: Well, so one of my neph- 

SOews is a wild fellow, hey? 

Sir Peter: Wild! Ah, my old friend, I 


1 Firm. 



SHERIDAN, THE SCHOOL FOR SCANDAL 2x1 

grieve for your disappointment there directly But, however, don’t mistake 
He’s a lost young man, indeed However, me, Sir Peter, I don’t mean to defend 
his brother will make you amends, Charles’s errors, but before I form my 

Joseph is, indeed, what a youth should judgment of either of them, I intend to 

be, — e\erybody in the world speaks 5 make a trial of their hearts, and my old 
well of him friend Rowley and I have planned some- 

air Oliver I am sorry to hear it, he thing for the purpose 
has too good 1 character to be an honest Rozilex And Sir Peter shall own for 
fellow “ Lv erybody speaks well of him 1 ” once he has been mistaken 
Psha 1 then he has bowed as low to ro Sir Peter Oh, my life on Joseph’s 
kna\es and fools as to the honest dig- honor 1 

nity of genius and \irtue Sir Oliver Well, come, give us a 

Sir Piter \\ hit, Sir Oliver 1 Do you bottle of good wine, and we’ll drink the 

blame him for not making enemies? lads’ health and tell you our scheme. 

Sir Oliver Yes, if he has merit enough 15 Sir Peter Allans, then 1 
to deserve them Sir Oluer And don’t, Sir Peter, be so 

Sir Peter Well, well, — you’ll be con- severe against your old friend’s son. 
vinced when you know him ’Tis edifica- Odds, my life 1 I am not sorry that he 

tion to hear him converse, he professes has run out of the course a little For 

the noblest sentiments 20 my part, I hate to see prudence clinging 

Sir Oliver Oh, plague of his senti- to the green suckers of youth, ’tis like 

ments 1 If he salutes me with a scrap of ivy round a sapling and spoils the 

morality in his mouth, I shall be sick growth of the tree [Exeunt ] 


QUESTIONS ON ACT II 

1. Is the disagreement between the Teazles in Scene 1 supposed to be 
comic simply because a husband and wife disagree ? Or does the reader see 
more in it than the mere quairel? Does it contain any irony? Any satire? 

2. Analyze the influence of the wit upon the total impression which we 
have of the gossips. If we considei them the “villains” of the piece, does 
their wit tend to make them more simple or more complex characteis? 

3. Do the exit and re-entry of Lady Teazle, near the end of Scene 11, 
seem adequately motivated? Why does Sheridan want Lady T. back on 
the stage at this particular point? 

4 How much sense of progression does Act II give you? Note how 
Scene 111 points ahead to a future action. Does this have the same effective- 
ness as the way in which Wilde’s Act I leads up to his Act II? 

5 See the analysis of Act II of Wilde’s play and then decide whether 
Sheridan’s Act II has a comparable rhythm and tightness of structure. 
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ACT III 

[ScrNE I. Sir Peter Teazle’s house j 

[Enter Sir Peter Teazle, Sir Oilier 
Surface, and Ro Jt\ 3 

Sir Peter Well, then, we will see this 
fellow first and hav e our wine after- 
wards But how is this, Master Rowley ? i 
I don’t see the jet 1 of your scheme 

RoJc\- Why, sir, this Mr Stanley, 
whom I was speaking of, is nearly re- 
lated to them by their mother He was 
once a merchant in Dublin but has been i 
ruined by a series of undeserved mis- 
fortunes He has applied by letter to 
both Mr Surface and Charles From the 
former he has received nothing but 
ev asiv e promises of future serv ice, w hile n 
Charles has done all that his extrava- 
gance has left him pow er to do, and he 
is at this time endeavoring to raise a 
sum of monej, part of which, in the 
midst of his own distresses, I know he 2 
intends for the serv ice of poor Stanley 

Sir Oliver Ah I he is my brother’s son 

Sir Peter Well, but how is Sir Oliver 
personally to — 

Roule\ Why, sir, I will inform 3 
Charles and his brother that Stanley has 
obtained permission to apply personally 
to his friends, and, as they have neither 
of them ever seen him, let Sir Oliver 
assume his character and he will have a 3 
fair opportunity of judging at least of 
the benevolence of their dispositions 
\nd, believe me, sir, you will find in the 
youngest brother one who, in the midst 
of folly and dissipation, has still, as our 4 
immortal bard expresses it, — 

a heart to pity and a hand, 
Open as day for melting chanty 2 

Sir Peter Psha 1 What signifies his 4 
having an open hand or purse either 
when he has nothing left to give? Well, 
well, m ike the trial, if you please But 

1 Point 2 Slightly misquoted from Ilenr y 5 
IF, Part 2, IV, iv , 31 32 


where is the fellow whom you brought 
for Sir Oliver to examine relative tq 
Charles’s affairs' 1 

Ro-ile\ Below, waiting his com- 
5 mands, and no one can giv e him better 
intelligence lhis, Sir Oliver, is a 
friendly Jew, who, to do him justice, 
has done everything in his power to 
bring your nephew to a proper sense of 
o his extrav agance 

Sir Ptter Pray, let us have him 
tn 

Rozole\ £ / part to Sc rzai t J Desire 
Mr Moses to walk upstairs 
; Sir Peter But, pray, why should you 
suppose he will speak the truth ? 

Ro-dey Oh, I have convinced him 
that he has no chance of recovering 
certain sums advanced to Charles but 
a through the bourty of Sir Oliver, who, 
he knows, has arrived, so that you may 
depend on his fidelity to his own inter- 
ests I hav e also another ev idence m my 
pow er, one Snake, whom I hav e detected 
5 in a matter little short of forgery and 
shall speedily produce him to remove 
some of vour prejudices 

Sir Peter I have heard too much on 
that subject 

0 Ro ile\ Here comes the honest Israel- 
ite [Enter Moses J This is Sir Oliver 
Sir Ohter Sir, I understand you have 
latelyhad great dealings with mynephew 
Chailes 

5 1 loses Yes, Sir Oliver, I have done 

all I could for him. but he was ruined 
before he came to me for assist mce 
Sir Oliver That was unlucky, truly, 
for vou have had no opportunity of 
0 showing your talents 

Moses None at all I hadn’t the 
pleasure of knowing his distresses till he 
was some thousands worse than nothing 
Sir Oliver Unfortunate, indeed 1 But 1 
si suppose you have done all in your 
power for him, honest Moses f 

Moses Yes, he knows that This very 
evening I was to have brought him a 
gentleman from the uty who does not 
0 know him and will, I believe, advance 
him some money 
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Peter What, one Charles has 
never had money from before 1 

Mote j Yes Mr Premium, of 
Crutched Friars, formerly a broker. 

Sir Peter Egad, Sir Oliver, a thought 
strikes me* Charles, you say, does not 
know Mr Premium ? 

Moses Not at all 

Sir Peter Now then, Sir Oliver, you 
may have a better opportunity of satis- i 
fying yourself than by an old, romancing 
tale of a poor relation. Go \\ ith my friend 
Moses and represent Premium, and 
then, I’ll answei for it, you’ll see your 
nephew in all his glory i 

Sir Oliver Egad, I like this idea better 
than the other, and I may visit Joseph 
afterw lrds as old Stanley 

Sir Peter True, — so you may 
Rim ley Well, this is taking Charles 21 
rather at a disadvantage, to be sure. 
However, Moses, you understand Sir 
Peter and will be faithful? 

Moses You may depend upon me 
This is near the time I was to hav e gone 
Sir Oliver I’ll accompany you as soon 
as you please, Moses But hold I I have 
forgot one thing, — how the plague shall 
I be able to pass for a Jew? 

Moses There’s no need The principal 
vs Christian 

Sir Oliver Is he? I’m very sorry to 
hear it, but then, again, an’t I rather too 
smartly dressed to look like a money- 
lender 1 ' 

Sir Peter Not at all, ’twould not be 
out ot ch aracter, if y ou w ent in your own 
carriage, would it, Moses? 
l\ I oses Not in the least 
Sir Olivet Well, but how must I talk? 
There’s certainly some cant of usury 
and mode of treating that I ought to 
know 

Sir Peter Oh, there’s not much to 
learn The great point, as I take it, is to 
be exorbitant enough in your demands 
Hey, Moses? 

M r Yes, that’s a very great point 
Sir Oliver. I’ll answer for ’t I’ll not be 
wanting in that. I’ll ask him eight or ten 
per cent, on the loan at least. 


Moses If you ask mm no more than 
that, you’ll be discovered immediately. 

Sir Olivet Hey 1 what, the plague 1 how 
much then? 

5 Moses That depends upon the cir- 
cumstances If he appears not very 
anxious for the supply, you should re- 
quire only forty or fifty per cent , but if 
you find him m great distress and want 
othe moneys very bad, you may ask 
double 

Sir Piter A good honest trade you’re 
learning, Sir Oliver! 

Sir Oliver Truly, I think so, — and 
5 not unprofitable 

Moses Then you know, you haven’t 
the moneys yourself but are forced to 
borrow them of an old friend. 

Sir Oliver Oh 1 1 borrow it of a friend, 

2 do I ? 

1 loses And your friend is an uncon- 
scionable dog, but you can’t help that. 

Sir Oliver My friend an unconscion- 
able dog, is he? 

; Moses Yes, and he himself has not 
the moneys by him but is forced to sell 
stock at a great loss 

Sir Oliver He is forced to sell stock 
at a gre it loss, is he? Well, that’s very 

3 kind of him 

Sir Pih 1 I’ faith, bir Oliver — Mr. 
Premium, I mean — you’ll soon be master 
of the trade But, Moses, would not you 
have him run out a little against the 
; annuity bill? 1 lhat would be in char- 
acter, I should think. 

Moses Very much 

Ro ilty And lament that a young 
man now must be at > ears of discretion 
> before he is suffered to ruin himself? 

Moses Ay, great pity 1 

Sir Petit And abuse the public ror 
allowing merit to an act whose only 
object is to snatch misfortune and im- 
3 prudence from the rapacious gripe of 
usury and give the minor a chance of 
inheriting his estate without being un- 
done by coming into possession. 

o > Designed to protect minors against the 
sellers of annuities It was passed in 1777. 
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Sir Oliver So, so — Moses shall give 
me farther particulirs as vv e go to- 
gether 

Sir Pet i \ ou \m11 not hate much 
time, for tour nephett lnes h lrd by 
Sn Olu i Oh, net er fear' My tutor 
appears so ible that though Charles 
lited in the next street, it must be my 
otvn fault if I am not a complete rogue 
before I turn the corner [ [Exit nth i 
Mo, es ] 

Sir Petit So, now, I think Sir Oliter 
will be coat meed You are partial, 
Rowley, and would hatt prepared 
Charles for the other plot i 

Rourle \ No, upon my word, Sir Peter 
Sir Peter Well, go bring me this 
Snake, and I’ll hear tvhat he has to say 
presently I see Maria and w ant to speak 
with her [Exit Ro aley ] I should be 2 
clad to be cominced my suspicions of 
Lady Teazle and Charles were unjust 
I have ne\er yet opened my mind on 
this subject to mv friend Joseph I am 
determined I will do it, he will give me 2 
his opinion sincerely [Enter Maria J So, 
child, has Mr Surface returned with 
you? 

Maria No, sir He was engaged. 

Sir Peter Well, Maria, do you not 
reflect the more you com erse with that 
amiable young man what return his 
parti uity for you deserves? 

Maria Indeed Sir Peter, your fre- 
quent importunity on »ms subject dis- 
tresses me extremely You compel me 
to declare that I know no man who has 
ever paid me a particular attention 
whom I would not prefer to Mr Surface 
Sir Pelt 1 So — here’s per\ erseness' 
No, no, Maria, ’tis Charles only whom 
you would prefer ’Tis evident his vices 
and follies ha\ e won your heart 

Maria This is unkind, sir "You know 
1 have obeyed you in neither seeing or 
corresponding v ith him I has e heard 
enough to convince me that he is un- 
worthy m\ regird Yet I c innot think it 
culnible, if, while iny understanding 
severelv condemns his vices, mv heart 
suggests some pity for Ins distresses 


S11 Peter Well, well, pity him as mucl 
as jou please, but gi\e your heart and 
hand to a worthier object 
Maria Never to his brother 
5 Sir Peter Go, per\ erse and obstinate 1 
But take care, madam, you have never 
yet known what the authority of a 
guardian is Don’t compel me to in- 
form \ou of it 

o Maria 1 can only sav, 3 ou shall not 
ha\e just reason ’ 1 is true, bj r my 
father’s will I am for 1 short period 
bound to regard vou as his sub.titute, 
but must cease to think vou so when 
Sjou would compel me to be miserable 
[ZN«] 

Sir Peter Was e\ er man so crossed as 
I am, ev erythmg conspiring to Iret met 
I had not been involved in matrimony 
a a fortnight before her father, a hale and 
hearty man, died, on purpose, 1 believe, 
for the pleasure of plaguing me w ith the 
care of his daughter — But here comes 
my helpmate 1 She appears in great good 
5 humor How happy I should bt if I could 
tease her into loving me, though but a 
little' [ Enter Ladx Teazle ] 

Lady Teazle Lud, Sir Pete*-, I hope 
you has en’t been quarreling w ith Maria? 
a It is not using me well to be lil-humoied 
when I am not by 

Sir Peter Ah, Lady 1 tazle, you 
might have the power to make me good 
humored at all times 
; Lad\ Tiazle I am sure I wish I had, 
for I want vou to be in a charming, 
sweet temper at this moment Do be 
good humored now and let me ha\ e two 
hundred pounds, will vou? 
a Sir Peter Iwo hundred pounds' 
What, ain’t I to be in a good humor 
without paying for it? But speak to me 
thus and, 1’ faith, there’s nothing I could 
refuse you You shall have it, but seal 
; me a bond for the repayment 

Lady Teazle Oh, no' I here, — my note 
of hand will do as well [Offering her 
hand J 

Sir Peter And you sh ill no longei le 
a proaeh me vv ith not giv mg v ou an in- 
dependent settlement I me in shoifly 
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tc surprise you But shall we always live are going on You don’t percene, my 
thus, hey? life, that you are just doing the very 

Lady l eazle If you please I’m sure I thing which you know always makes me 
don’t care how soon we lease off quar- angry 

reling presided you’ll own you were 5 Lad\ Teazle Nay, you know if you will 
tired first be angry without any reason, my dear — 

Sir Peter Well, then let our future Sv Piter There, now you want to 
contest be who shall be most obliging quarrel again 

Lady Teazle I assure you, Sir Peter, Lads I eazle No, I’m sure I don’t; 
good nature becomes you Tou look 10 but if you will be so peesish — 
now as you did before we were married. Sir Peter There now 1 Who begins 
when you used to walk with me under first? 

the elms and tell me stories of what a Lady Teazle Why, you to be sure I 
gallant you were in your youth and said nothing, but there’s no bearing your 
chuck me under the chin and ask me if i 3 temper 

I thought I could lo\ e an old fellow who Sir Pete 1 No, no, madam 1 The fault’s 

would deny me nothing — didn’t you? in your own temper 

S<r Petti \ es, yes, and you were as Lady I eazle Ayr, you are just what 
kind and attentive — my cousin Sophy said you would be. 

Lady Teazle Ay, so I was, and would 20 Sir Piter Tour cousin Sophy is a 
always take your part when my ac- force ard, impertinent gipsy 
quaintance used to abuse you and turn Lads I eazle You are a great bear, 
you into ridicule I’m sure, to abuse my relations 

Sir Petei Indeed 1 Sir Peter Now miv all the plagues 

Lady 7 eazL Ay, and when my 25 of marriage be doubled on me if e\ er I 
cousin Sophy has called you a stiff, try to be friends with you an\ more 1 
pee\ ish old bachelor and laughed at me Lady Teazle So much the better 
for thinking of marrying one who might Sir Peter No, no, madam ’Tis cu- 
be my father, I have always defended dent y ou ne\ er cared a pin for me and I 

you and said I didn’t think you so ugly 30 was a madman to marry you, — a pert, j 
by any means, and I dared say you’d rural coquette that had refused half the 

make a very good sort of husband honest squires in the neighborhood 

Sir Peter And you prophesied right, Lady Teazle Vnd I am sure I was a 
and we shall now be the happiest fool to marry you, — an old dangling \ 

couple — 35 bachelor, who was single at fifty only 

Lady Teazle And neyer differ again? because he nc\ er could meet with any- 
S11 Peter No, neeer Though at the one echo yyoijd hayc him 
same time, indeed, my dear Lady Teazle, Sir Peter Ay, ay, madam, but you 
you must watch your temper y ery sen- yyere pleased enough to listen to me. 
ously, for in all our quarrels, my dear, if 40 \ ou ney er had such an offer before 
you recollect, my love, you ahvays be- Lady TeaJe No? Didn’t I refuse Sir 
gan first Tivy Terrier, yy ho ey ery body said yy ould 

Lady Teazle I beg your pardon, my hay e been a better match, for his estate 
dear Sir Peter Indeed you always gave is just as good as yours and he has broke 
the provocation 4S his neck since yve hay e been marned? 

Sir Peter Now see, my angel 1 Take Sir Petei I haye done yyith you, 
care* Contradicting isn’t the yvay to madam* T ou are an unfeeling, ungrate- 
keep friends ful — But there’s an end of ey ery thing 

Lady Teazle I hen don’t you begin it, I believe you e ipable of ey erythmg that 
my love 501s bad Yes, madam, I now believe the 

Sir Peter: There, now, you — you — reports relative to you and Charles, 
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madam Yes madam, you and Charles gentlemen lie has company and can’t 
are, not without grounds — speak with you yet 

Lad\ Tcadi Take care, Sir Peter 1 Sir Oliver If he knew who it was 

\ ou had better not insinuate any such wanted to see him, perhaps he would not 
thing 1 I’ll not be suspected without 5 send such a message? 
cause, I promise you 1 np Yes, yes, sir, he knows you are 

Si- Peter Very well, madatn, xery here I did not forget little Premium 
well' \ separate maintenance as soon as No, no, no 

you please \ es, midam, or a dixorce' Sir Oliver Very well, and I pray, * ,, 
I’ll make an example of myself for the 10 what may be your name? 
benefit of all old bachelors Let us sepa- Trip Trip, sir, my name is Trip, at 
rate, mad 1m your sen ice 

Lad\ lea:le Agreed, agreed' And Sir Oliver Well, then, Mr frip, you 

now, mv dear Sir Peter, we are of a have a pleasant sort of place here, I 
mind once more we may be the happiest is guess 

couple an 1 ne\ er differ again, you know 7 rip Why, yes Here are three or 
Ha, ha, ha' Well, vou are going to be m four of us pass our time agreeably 

a passion, I see, and I shall only inter- enough, but then our wages are some- 

rupt you, so bj e, bye' [_E\il J times a little in arrear, and not very 

Sir Peter Plagues and tortures' Can’t 20 great either, but fifty pounds a year 

I make her angry either? Oh, I am the and find our own bags and bouquets 1 
most miserable fellow ' But I’ll not bear Sir Oliver [ 4 side J Bags and bou- 

her presuming to keep her temper No' quets' Halters and bastinadoes' 

She rn-iv break my heart, but she shan’t Trip And a propos, Moses, have you 
keep her temper {Exit ] 25 been able to get me that little bill dis- 

counted? 


[Scene II Charles Surface’s house J 

[ Enter Trip, Moses, and Sir Oliver 
Surface ~\ 

Trip Here, Master Moses' If you’ll 
stay a moment, I’ll try whether — 
W hat’s the gentleman’s name’ 

Sir Oliver [ Aside to Moses 3 Mr 
Moses, what is my name? 

Mose Mr Premium 


Sir Oliver \_Aside J Wants to raise 
money too' Mercy on me' has his dis- 
tresses too, I warrant, like a lord and 
30 affects creditors and duns 

Mosis ’Twas not to be done, indeed, 
Mr Trip 

Trip Good lack, you surprise me' My 
friend Brush has indorsed it, and I 
35 thought when he put his name at the 
back of a bill ’twas the same as cash 


7 rip Premium Very well [_E\it, Moses No, ’twouldn’t do 
taking snuff ] Trip A small sum, — but twenty 

Sir Oliver To judge by the servants, pounds Harkee, Moses, do you think 
one wouldn’t beliexe the master was 40 you couldn’t get it me by way of annuity? 
ruined But what' Sure, this was my Sir Oliur \_Asxde ] An annuity' Ha, 
brother s house? ha' A footman raise money by way of 

Moses Yes, sir, Mr Charles bought annuity' Well done, luxury, egad' 
it of Mr Joseph, with the furniture, Moses Well, but you must insure 
pictures, &.c , just as the old gentleman 45 your place 

left it Sir Peter thought it a piece of Trip Oh, with all my heart' I’ll m- 
extrax agance in him sure my place and my life too, if you 

Sir Oliver In my nnnd, the other’s please 
economy in selling it to him was more 

reprehensible by half [I# , 'r Tnp~\ 30 1 Provide then own big wigs and shoulder 

Trip My master says you must wait, bouquets, worn by footmen 





SHERIDAN , THE SCHOOL FOR SCANDAL 217 


Sir Oliver \_Aside 3 It’s more than I 
would your neck. 

Moses But is there nothing you could 
deposit ? 

Trip Why, nothing capital of my 
master’s wardrobe has dropped lately, 
but I could give you a mortgage on 
some of his winter clothes with equity 
of redemption before No\ ember, or you 
shall ha\ e the reversion of the French 
velvet or a post-obit on the blue and 
silver 1 hese I should think, Moses, with 
a few pairs of point ruffles as collateral 
security — Hey, my little fellow ? 

Moses Well, well \_B ell rings 

Trip Egad, I heard the bell' I be- 
lieve, gentlemen, I can now introduce 
you Don’t forget the annuity, little 
Moses This way, gentlemen, I’ll insure 
my place, you know 

Sir Oliver [ Aside ] If the man be a 
shadow of the master, this is a temple of 
dissipation indeed \E\eunt ] 

[Scent III Another room ] 

[ Charles Surface, Careless, Wc., tAc , 
at a table -nth wine, lAc ] 


the course by keeping him from corn! 1 
For my part, egad, I am never so suc- 
cessful as when I am a little merry Let 
me throw on a bottle of champagne 
S and I never lose 

Caieless At least I never feel my 
losses, which is exactly the same thing. 
2d Gentleman Ay, that I believ e 
Charles And then, what man can 
a pretend to be a believer in love who is 
an abjurer of wine? ’I is the test by 
which the lover knows his own heart. 
Fill a dozen bumpers to a dozen beauties 
and she that floats atop is the maid that 
S has bewitched you 

Careless Now then, Charles, be hon- 
est and give us your real favorite 
Charles Why, I hav e withheld her only 
m compassion to you If I toast her, you 
o must give a round of her peers, which is 
impossible — on earth 

Careless Oh, then, we’ll find some 
canonized v estals or heathen goddesses 
that will do, I warrant' 

S Charier Here, then, bumpers, you 
rogues' Bumpers' Maria' Maria' 

Sir [flob\] Bumper Maria who? 
Charles Oh, damn the surname' ’T s 


Charles ’Fore heaven, ’tis true' too formal to be registered in love’s 
There’s the great degeneracy of the age 30 calendar But now, Sir [Toby], beware! 
Many of our acquaintance have taste, We must have beauty superlative, 
spirit, and politeness, but, plague on’t, Careliss Nay, never study, Sir 
they won’t drink [Toby] e’ll stand to the toast though 

Careless It is so, indeed, Charles your mistress should want an eye and 
They go into all the substantial luxuries 35 you know you have a song will excuse 
of the table and abstain from nothing you 

but wine and wit Oh, certainly society Sir [/b&y] Egad, so I have, and I’ll 
suffers by it intolerably, for now instead giv e him the song instead of the lady, 
of the social spirit of raillery that used [Sing/] 
to mantle over a glass of bright Bur- 40 


gundy, their conversation is become just 
like the Spa-water they drink, which 
has all the pertness and flatulency of 
champagne without the spirit or flavor 
1st Gentleman But what are they to 45 
do who love play better than wine? 

Careless True' There’s Sir Harry 
diets himself for gaming and is now 


Here’s to the maiden of bashful fifteen, 
Here’s to the widow of fifty, 

Here’s to the flaunting, extravagant quean, 
And here’s to the housewife that’s thrifty 
Chorus Let the roast pass, 

Drink to the lass, — 

I’ll warrant she’ll prove an excuse for the 
glass' 


under a hazard regimen Here’ 1 ' to the charmer whose dimples we 

Charles Then he’ll have the worst of so prize, 
it. What! you wouldn’t train a horse for Now to the maid who has none, sir' 
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Here s to the ^irl with a pair of blue eves, 
And here s to the mmph with but one, sir* 
CiioRts Let the toast piss, \e 

Here s to the maul with a bosom of snow 1 
Now to her that s as brown as a hern 1 
Here s to the wile with i fice full of woe, 
knd row to the „irl tint is mem * 
Chorls Lee the toast piss, tec 

Tor let em he clumsv or let em be slim 
\oun_. or ancient I cire not a feather 
So fill a pint bumper quite up to the hnm, 
And let us e en toast them together 1 
Chori s Let the toast pass, &c 

All Brno 1 Brno 1 [Enter I rip and 
' ihispets Charles Surface ] 

Charlt Gentlemen, vou must excuse 
me a little Careless, take the chair, will 
you 

Carelts r Niv, pr'ythee, Charles, w hit 
now ? This is one of jour peerless beau- 
ties, I suppose, has dropped in by 
chance 


1 11 gne you a sentiment here s Success 
to usur\ Moses, till the gentleman a 
burtipei 

Moses Success to usuryl [Drinks J 
5 Cartiers Right, Moses! Usury is pru- 
dence and industry, ind desert es to suc- 
ceed 

Sir Olitei Then — here’s — all the 

success it desert es 1 [ 'Drinks'] 
o Careless No, no, that won’t do! Mr 
Premium, you hate demurred it the 
to ist and must drink it in i pint bumper 
lit Gentleman A pint bumper at least 1 
Moses Oh, priy, sir, consider! Mr 
S Premium’s a gentleman 

Careless And therefore lotes good 
tvme 

2 d Gentleman Cite Moses a quart 
glass This is mutiny and a high con- 
d tempt for the chair 

Careless Here, now for ’t I I’ll see 
justice done, to the last drop of my 
bottle 


Charlt No, faith' To tell vou the 
truth, ’tis a Jew and a broke,, who area 
come bv ippointment 

Careless Oh, damn it, let’s have the 
Jew in 

ist Ge it' email Ay, and the broker too, 
by all means 

2 d Ge itleman \ es, yes, the Jew and 
the broker 1 

Chailes Lgad, with all my heart! 
Trip, bid the gentlemen walk in £Zvi t 
1 rip J Though there’s one of them a 
stranger, I c in tell j ou 

Car Uss Charles, let us gne them 
some generous Burgundy and perhaps 
they’ll grow conscientious 

Charier Oh, hang ’em, no' \\ me does 
but dr iw forth i man’s natur il qu ilities, 
and to make them drink would only be 
to whet their Inavery [ Enter l rip, Sir 
Oh er, and Moses J 

Charlts So, honest Moses' Walk in, 
pray, Mr Premium 1 hat’s the gentle- 
man’s n ime, isn’t it, Moses 
M re A es, sir 

Charlt r Set chairs, I rip — Sit down, 
Mr Premium — Glasses, I rip — bit 
down, Moses — Come, Mr Premium, 


Sir Olioer Nay, pray, gentlemen' I 
S did not expect this usage 

Charles No, h mg it, you shan’t Mr 
Premium’s a stranger 

Sir Olioer [Aside ] Odd' I wish I was 
well out of their comp iny 
o Careless Plague on ’em then' If they 
won’t drink, we’ll not sit down with 
them Come, Toby, the dice are in the 
next room Charles, you 11 join us when 
you have finished your business with the 
5 gentlemen! 

Charltr I will' I will' [Exeunt Gentle- 
men J Careless' 

Careless [Returning J Well? 

Charlts Perhaps I may want you 
3 Careless Oh, you know I am llways 
ready Word, note, or bond, ’tis all the 
same to me' [Exit J 

Moses Sir, this is Mr Premium, a 
gentleman of the strictest honor ind 
5 secrecy, and always performs w h it he 
undertakes Mr Premium, this is— 
Charles Psha' Have done' Sir, my 
friend Moses is i \ ery honest fellow but 
t little slow it expression He’ll be an 
3 hour giv ing us our titles Mr Premium, 
the pi lin st ite of the master is this I am 
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an extravagant young fellow w ho w ants 
to borrow money, you I take to be a 
prudent old fellow w ho has e got money 
to lend I am blockhead enough to give 
fifty per cent sooner thin not have it, 
and you, I presume, are rogue enough to 
take a hundred if you can get it Now, 
sir* you see we ire acquainted at once 
and may proceed to business without 
farther ceremony 

Sir Olntr Lxceeding frank, upon my 
word I see, sir, you are not a man of 
many compliments 

Charhs Oh, no, sir 1 Plain dealing in 
business I alw ivs think best 

Sir Oliver Sir, I like you the better for 
it Howes er, you are mistaken in one 
thing I hue no money to lend, but I 
belies e I could procure some of a friend, 
but then he’s an unconscionable dog, 
isn’t he, Moses ? 

Moses But you can’t help that 

Sir Oliver And must sell stock to ac- 
commodate you, mustn’t he, Moses ? 

Moses \es, indeed 1 You knosv I al- 
svays speak the truth and scorn to tell 
a lie 

Charlis Right 1 People that speak 
truth generally do But these are trifles, 
Mr Premium What, I knosv money 
isn’t to be bought svithout paying for ’t' 

Sir Oliver Well, but svhat security 
could you gis'e f You have no land, I 
suppose f 

Charles Not a mole-hill, nor a tssig, 
but s\ hat’s in the bough-pots 1 out of the 
w indoss 1 

Sn Oluiu Nor any stock, I presume ? 

Charhs Nothing but lis e stock, — 
anJ that’s only a fesv pointers and 
ponies But, pray, Mr Premium, are 
you acquainted at all svith any of my 
connections' 1 

Sir Oliver Why, to say truth, I am. 

Charles Then you must knosv that I 
have a devilish rich uncle m the East 
Indies, Sir Oliver Surface, from whom I 
have the greatest expectations 

Sir Oliver. That you have a wealthy 


uncle, I have heard, but hosv your ex- 
pectations will turn out is more, I be- 
lieve, th in you can tell 

Cliailes Oh, no 1 There can be no 
S doubt 1 They tell me I’m a prodigious 
fas orite and that he talks of leas ing me 
es erything 

Sir Oliver Indeed 1 This is the first 
I’ve heard of it 

10 Charles Yes, yes, ’tis just so Moses 
knows ’tis true, don’t you. Moses ? 

Mosts Oh, yes 1 I’ll swear to ’t 

Sir Oliver [ Aside ] Egad, they’ll per- 
suade me presently I’m at Bengal. 

15 Chailes Nosv I propose, Mr Pre- 
mium, if it’s agreeable to you, a post- 
obit on Sir Oliver’s life, though at the 
s ime time the old fellow has been so 
liberal to me that I give vou mv word I 
20 should be very sorry to hear that any- 
thing had happened to him 

Sv Ob»ei Not more than I should, I 
assure you But the bond v ou mention 
happens to be just the worst secunty 
25 you could ofFer me, — for I might lis e 
to a hundred and nes er sec the principal. 

Charhs Oh, yes, vou would 1 lhe 
moment Sir Oliver dies, you know, you 
would come on me for the money 
30 S 11 Oliver I hen I believe I should be 
the most unwelcome dun you cstr had 
m your life 

Chailu What' I suppose you’re 
afi ud that Sir Ohs er is too good a life ? 
33 S11 Oliur No, indeed I am not, 

though I have heard he is as hale and 
heilthy is my man of his yea-s in 
Christendom 

Chaihs lhcre, again, now vou are 
40 misinformed No, no, the climate has 
hurt him considerably, poor uncle 
Oliver Yes, yes, he breaks apace, I’m 
told, and is so much altered lately that 
his nearest ielations don’t knosv him 
45 Sir Oliver No' Ha, ha, ha' So much 
altered lately that his nearest rel itions 
don’t knosv him' Ha, ha, ha' Egad' III, 
ha, ha' 

Charles Ha, ha' You’re glad to hear 
50 that, little Premium f 

Sir Oliver. No, no, I’m not. 


1 Window-boxes. 
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Charles ^ es, yes, vou are 1 Ha, ha, 
ha 1 \ ou know that mends tour chance 
Sit Oh 1 1 But I’m told Sir Oliver is 
coming ov cr Nay, some say he is actu- 
ally arm ed 

Charles Psha 1 sure I must know 
better than you whether he’s come or 
not No, no, rely on’t, he’s at this mo- 
ment at Cilcutta, isn’t he, Moses? 

Most r Oh, yes, certainly i 

Sir Olivet Very true, as you say, you 
must know better than I, though I ha\ e 
it from pretty good authority, haven’t 
I, Moses? 

Mosts Yes, most undoubted 1 i 

Sir Oltvtr But, sir, as I understand 
you w ant a few hundreds immediately, 
is there nothing you could dispose of? 
Charles How do you mean? 

Sir Olutr For instance, now, I have 21 
heard that your father left behind him 
a great qu mtity of massv old plate 
Charles O lud' that’s gone long ago 
Moses can tell you how better than I can 
Sir Oliver [Aside ] Good lack, all the 2 
family race-cups and corporation bowls' 2 
— Ihen it was also supposed that his 
library was one of the most v aluable and 
compact 

Charles Yes, ves, so it was, — vastly 3 
too much so for a private gentleman 
For mv part, I was always of a com- 
municative disposition, so I thought it 
a shame to keep so much knowledge to 
mvself 3 

Sir Oliver [Aside 3 Mercy upon me 1 
Le irning that had run in the family like 
an heirloom' — Pray what are become of 
the books' 

Charles You must inquire of the auc-4 
tioneer, Master Premium, for I don’t 
believ e ev en Moses can direct you 
Closes I know nothing of books 
Sir Oliver So, so, nothing of the 
family property left, I suppose? 4 

Charles Not much, indeed, unless 
vou hav e a mind to the family pictures 
I hav e sot a room full of ancestors 

2 Testimonial bowls presented bv the citv 5 
for distinguished services 


above, and if vou have a taste for paint- 
ings, egad, you sh ill hav e ’em a b lrgain 

Sir Oilier Hey' Wh it the dev ll ? Sure, 
you w ouldn’t sell your forefathers, w ould 
5 you? 

Charles Every man of them to the 
best bidder 

Sir Oliver What' Your great-uncles 
and aunts? 

o Charles Ay, and my great-grand- 
fathers and grandmothers too 

Sir Oliver [Aside 3 Now I giv e him 
up I — What the plague, have you no 
bowels for your own kindred? Odd’s life, 

5 do you take me for Shylock in the play > 
that you would raise money of me on 
your own flesh and blood? 

Charles Nay, my little broker, don’t 
be angry What need you care if you 
a hav e your money’s worth ? 

Sir Oliver Well, I’ll be the purchaser 
I think I can dispose of the family can- 
vas [Aside ] Oh, I’ll never forgiv e him 
for this, never' [Enter Careless ] 

5 Careless Come, Charles, what keeps 
you? 

Charles I can’t come yet I’ faith, we 
are going to have a sale above stairs 
Here’s little Premium will buv all my 
0 ancestors 

Careless Oh, burn your ancestors' 

Charles No, he may do that after- 
wards if he pleases Stay, Careless, we 
want you Egad, vou shall be auctioneer, 

; so come along with us 

Careless Oh, have with you, if that’s 
the case Handle a hammer as well as a 
dice-box' 

Sir Oliver [Aside 30 h, the profligates' 
o Charles Come, Moses, you sh ill be 
appraiser if we want one Gad’s life, 
little Premium, you don’t seem to like 
the business 

Sir Oliver Oh, yes, I do, vastly' Ha, 

5 ha, ha' Yes, yes, I think it a rare joke to 
sell one’s family by auction Ha, ha' 
[Aside 3 Oh, the prodigal' 

Charles To be sure' When a man 
wants money, where the plague should 
o he get assistance if he can’t make free 
with his own relations? [Exeunt 3 
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QUESTIONS ON ACT III 

1 In what way does the use of a character like Rowley, m Scene i, con- 
siderably ease the problems of the author of the play? Does the use of 
Rowley provide too easy solutions ? 

2 What is the technique by which Shendan manages to introduce some 
satire of money-lending in Scene 1 without our feeling that it is irrelevant ? 

3 How does the wit of Moses influence the impression which he makes 
upon us? How does it influence the tone of the actual money-lending scene' 1 

4. Does the Teazle argument advance the action in any way' 1 Analyze 
the effectiveness of Sir Peter’s final remark in Scene i, “I’ll not bear hei 
presuming to keep her temper ” 

5 In the nariow technical sense the scene of Trip’s borrowing money i 
(Scene 11) is lnelevant Is there another sense, however, in which the scene 
might be justified? What do we learn through it? 

6 Why do Charles’s friends in Scene in insist on having the money- " 
lenders in ? Note the use of nony in the rest of this scene. 

7 How does Sheridan endeavor to create a sense of movement forward 1 
at the end of Act III? 


x ACT IV 

[ScrNE I Picture room at Charles’s ] 

[Later Charles Surface, Sir Oliver Sur- 
face, Moses, and Careless ] 

Charles Walk in, gentlemen, pray 
walk in Here they are, the family of the 
Surfaces up to the Conquest i 

Sir Oliver And, in my opinion, a 
goodly collection 

Chatli r A\ , ay, these are done in the 
true spirit of portrait-painting, no volon- 
turi grace or evpicssion Net like the i 
works of your modem Raphiels, who 
gn e \ou the strongest resemblance, yet 
contnu to make vour portrait inde- 
pendent of you, so that you may sink 
the origin il and not hurt the picture 2 
No, no, the merit of these is the in- 
s' etcrate likeness, — all stiff and awkwaid 
as the originals and like nothing in hu- 
man nature besides 

Sir Oliver Ah' We shall never sees 
such figures of men again 

Charier I hope not 1 Well, you see, 
Master Premium, what a domestic char- 
acter I am, here I sit of an evening sur- 


rounded by my family But come, get 
into your pulpit, Mr Auctioneer, here’s 
an old, gouty chair of my grandfather’s 
will answer the purpose. 

5 Careless Ay, ay, this will do But, 
Charles, I haven’t a hammer, and w hat’s 
an auctioneer without his hammer 1 
Charles Egad, that’s true 1 V hat 
parchment hast we here’ Oh, our gene- 

0 a logy in full Here, Careless, jou shall 
has e no common bit of mahogany, 
here’s the fa null tree for jou, jou rogue 1 
This shall be 3 our hammer, and now you 
may knock down mj ancestors with 

1 their own pedigree 

Sir Oliver [Jside ] What an unnat- 
ural rogue 1 *\n e\ ■post facto parricide' 
Careless Yes, yes, here’s a list of 
your generation, indeed I aith, Charles, 
otlus is the most cons ement thing you 
could have found for the business, for 
’twill serve not only as a hammer but a 
catalogue into the bargain Come, begin' 
A-going, a-going, a-going' 

S Charles Bravo, Careless' Well, here’s 
my great-unele, Sir Richard Ra\ eline, a 
marsellous good genera' in his dav, I 
assure you He served in all the Duke 
of Marlborough’s wars and got that cut 
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over his eye at the battle of Mai- woolsack 1 Do let us knock his lordship 
plaquet 1 What say you, Mr Premium ? down at fifteen 
Luuk at him 1 here’s a hero 1 Not cutout Sir Ollier By all means 
of his fe ithers as jour modern clipped Careh o Gone 1 
captuns are, but en\ eloped in wig and 5 ChaiLs \nd these are two brothers 
regimentals as a general should be What of his, William and Waltei Blunt, Es- 
do you bid ? quires, both members of parliament and 

Most Mr Premium would ha\ e you noted speakers, and what’s eery e\- 
speak traordinary, I belies e this is the first 

Charlt r Why, then, he shall has e him 10 tune they ssere es er bought or sold 
for ten pounds, and I’m sure that’s not Sir Oliver That is s eiy e\tr tordinary, 
dear for a staff officer indeed 1 I’ll take them at your ossn price 

Sir Oliver [_iside~\ Heasen delis er for the honor of parliament 
me 1 His famous uncle Richard for ten Cartliss Well said, little Premium' 
pounds' — Very well, sir, I take him at 15 I’ll knock them dossn at forty 
that Charlts Here’s a jolly felloss ' I don’t 

Charhs Careless, knock down my knosv sshat relation, but he was mayor 

uncle Richard — Here, noss , is a maiden of Manchester, take him at eight 

sister of his, my great-aunt Deborah, pounds 

done bs Kneller," thought to be m his 20 Sir Ohvei No, no, six ss ill do for the 
best manner, and a s ery formidable mayor 

likeness There she is, jou see, a Charles Come, make it guineas, 1 and 
shepherdess feeding her flock ^ou shall I’ll throw you the two aldermen there 

have her for five pounds ten, — the sheep into the bargain 

are worth the money 25 Sir Oliver They’re mine 

Sir Oilier \_Aside ] Ah, poor Deborah, Charles Careless, knock down the 
a woman who set such a \ alue on her- mayor and aldermen But, plague on ’t, 
self' — Five pounds ten — She’s mine we shall be all day retulmg in this 

Charles Knock down my aunt Debo- manner Do let us deal w holes lie, what 
rah' Here, now, are two that were a sort 30 say you little Premium? Give me three 
of cousins of theirs You see, Moses, hundred pounds for the rest of the 
these pictures were done some time ago family in the 'ump 
when beaux wore wigs and the ladies Careless Ay, ay, that will be the best 
their own hair way 

SirOliver Yes, truly, head-dresses ap- 35 Sir Oliver Well, well, anything to 
pear to have been a little lower in those accommodate you They are mine 
days But there is one portrait which you 

Charles Well, take that couple for hav e alw ays passed ov er 
the same Canliss What, that ill-looking little 

Moses ’Tis a good bargain 40 fellow over the settee? 

Charles Careless' — This now, is a Sir Oliver Yes, sir, I mean that, 
grandfather of my mother’s, a learned though I don’t think him so ill-looking 
judge, well known on the western circuit a little fellow by any means 
What do you rate him at, Moses? Charles What, that? Oh, that’s my , 

Moses Four guineas 45 uncle Oliver ’Twas done before he vventi 

Charles Four guineas' Gad’s life, you to India 
don’t bid me the price of his wig Mr Careless Your uncle Oliver' Gad, 

Premium, you hav e more respect for the , 0n „ hlcl , tllt Lord chancellor sits in the 

House of Lords hence a symbol heie of the 
1 Victorv won over the French in 1709 5° legal profession 1 i he pound is twenty shill- 
5 Sir Godfrey Kneller (1648-1723) mgs, the guinea, twenty -one 
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then you’ll never be friends, Charles Sit Oliver Yes, yes, I’ll send for them 
That, now, is as stern a looking rogue as in a day or two 

ever I saw, an unfui giving eye and a Charles But hold' Do, now, send a 
damned disinheriting countenance' An genteel conveyance for them, for, I as- 
mveterate knave, depend on’t, don’t 5 sure you, they were most of them used 
you think so, little Premium? to ride in their own carnages 

Su Olive 1 Lpon my soul, sir, I do Sir Oliver I will, I will, — for all but 
not I think it is as honest a looking face little Oliv er 

as any in the room, dead or aliv e But I Charh r Ay, all but the little nabob, 

suppose uncle Oliver goes with the rest 10 Sir Oliver \ ou’re fixed on that? 

of the lumber? Charles Peremptorily 

Charles No, hang it' I’ll not part Sir Oliver \_Aside ] V dear extrava- 
with poor Noll The old fellow has been gant rogue' — Good day' Come, Moses, 
very good to me, and, egad, I’ll keep his [ Aside ] Let me hear now who dares call 
picture while I’ve a room to put it 15 him profligate' [Exeunt Su Oliver and 
in 1 loses ] 

Sir Olner [ Iside ] The rogue’s my Careless Why, this is the oddest 

nephew after all' — But, sir, I have genius of the sort I e\ er met w ith 

somehow taken a fancy to that picture Charles Egad, he’s the prince of 

Charles I’m sorry for’t, for you cer- 20 brokers, I think I wonder how Moses 
tainly will not have it Oons, haven’t got acquainted with so honest a fellow, 
you got enough of them? Ha' here’s Rowley — Do, Careless, say 

Sir Olivet {_ lside ] I forgn e him for I’ll join the company m a few moments, 
everything' — But, sir, when I take a Careless I will, but don’t let that old 
whim in my head, I don’t value money 25 blockhead persuade you to squander 
I’ll giv e you as much for that as for all any of that money on old, musty debts 
the rest or any such nonsense, for tradesmen, 

Charles Don’t tease me, master Charles, are the most exorbitant fellows 

broker I tell you I’ll not part with it, Charles Very true, and paying them 
and there’s an end of it 30 is only encouraging them 

Sv Oliver [Aside ] How like his Careless Nothing else 

father the dog is' — Well, well, I have Charles Ay, ay, never fear [Exit 

done [Aside ] I did not perceive it be- Catelts t] So, this was an odd old fel- 

fore, but I think I never saw such a low, indeed Let me see, two-thirds of 

striking resemblance — Here’s a draft 35 this is mine by right, five hundred and 
for your sum thirty odd pounds Tore heaven, I find 

Charles Why, ’tis for eight hundred one’s ancestors are more v aluable lela- 
pounds' tions than I took them for' [Bo u/ig to 

Sit Olivet You will not let Sir Oliver the pictures ] Ladies and gentlemen, your 
go 5 40 most obedient and v ery gr iteful serv ant. 

Charles Zounds, no' I tell you once [ Euler Ro r ile\ ] Ha, old Rowley' Lgad, 
more you are just come in time to take leave 

Sir Oliver Then never mind the dif- of your old .acquaintance 
ference, vve’U balance that another time Ro tle\ Yes, I heard they were 

But give me your hand on the bargain 45 a-going But I wonder you can have 
You are an honest fellow, Charles — I such spirits under so many distresses 

beg pardon, sir, for being so free — Charles Why, there’s the point, my 
Come, Moses distresses are so many that I can’t ifford 

Charles Egad, this is a whimsical old to part with my spirits, but I shall be 
fellow' — But hark’ee, Premium, you’ll *50 rich and splenetic, all in good time, 
prepare lodgings for these gentlemen. However, I suppose you are surprised 
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that I am not more sorrowful at parting 
with so many near relations To be sure, 
’tis vuy affecting, but you see they 
never mo\ e a muscle, so w hy should I ? 

Ro h\ There’s no making you seri- 
ous a moment 

Charles Yes, faith, I am so now 
Here, mv honest Rowley, here get me 
this changed directly and take a hundred 
pounds of it immediately to old Stanley 

Rod \ \ hundred pounds 1 Consider 
only — 

Charles Gad’s life, don’t talk about 
it 1 Poor Stanley’s wants are pressing 
and, if \ou don’t make haste, we shall 


has parted with his ancestors like old 
tapestry 

Ru vley And here he has com- 
missioned me to re-deh\er you part of 
S the purchase money I mean, though, m 
your necessitous "haracter of old Stan- 
ley 

Moses Ah, there’s the pity of all, he 
is so damned charitable 
a Ro-dey And left a hosier and two 
tailors m the hall, who, I’m sure, won’t 
be paid, and this hundred would satisfy 
them 

Sir Oliver Well, well, I II pay his 
j debts and his benevolence, too But 


have someone call that has a better 
right to the money 

Ro tU\ Ah, there’s the point 1 I 
never will cease dunning you with the 
old pros erb — 

Charles “ Be just before you’re gen- 
erous ” — Why, so I would if I could, but 
Justice is an old, lame, hobbling bel- 
dame and I can’t get her to keep pace 
w ith Generosity for the soul of me 
Rn vle\ Y et, Charles, believe me, one 
hour’s reflection — 

Charles Ay, ay, that’s very true, but 
hark’ee, Rowley, while I have, by heaven 
I’ll give, so damn your economy And 
now for hazard' [Exeunt J 

[Scene II The parlor J 


now I am no more a broker, ind you 
shall introduce me to the elder brother 
as old Stanley 

Rowley Not yet awhile Sir Peter, I 
o know, means to call there about this 
time [ Enter Trip J 

Trip Oh, gentlemen, I beg pardon 
for not showing you out This way — 
Moses, a word [Exit with Moses ] 

5 Sir Oliver There’s a fellow for you' 
Would you believe it, that puppy inter- 
cepted the Jew on our coming and 
wanted to raise money before he got to 
his master 1 
o Ro de\ Indeed' 

Sir Oliver Yes, they are now planning 
an annuity business Ah, Master Row- 
ley, in my days servants were content 


[Enter Sir Oliver Surface and Rioses ] 

1 loses Well, sir, I think, as Sir Peter 
said, you have seen Mr Charles m high 
glorv, ’tis great pity he’s so e\tra\ agant 
Sir Ohur True, but he would not sell 


with the follies of their masters when 
35 they were worn a little threadbare, but 
J now they have their vices like their ( 
birthday clothes, 1 with the gloss on 
[Exeui t J 


my picture 40 [Scent III A library in Joseph 

Moses 'Vnd lov es wine and women so Surface’s house J 

"""sir Oliver But he would not sell my ^ Cnier J ose * h Sur f ace and Serva,lt ] 
picture Joseph Surface No letter from Lady 1 

Moses \nd gimes so deep 45Tea7le ? / 

Sir Oliver But he would not sell my Servant No, sir 

picture Oh, here’s Rowley' [Enter Row- Joseph Surface I am surprised she 

In J has not sent if she is prevented from 

Rou.le\ So, Sir Oliver, I find you have coming Sir Peter certainly does not 
made a purchase 50 1 Costumes worn for the celebration of the 

Sir Oliver Yes, yes, our young rake birthday 
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suspect me Yet I wish I may not lose one ? And there’s my friend Lady Sneer- 

the heiress through the scrape I have well has circulated I don’t know how 

drawn myself into with the wife How- many scandalous tales of me, and all 

ever, Charles’s imprudence and bad without any foundation too That’s 

character are great points in my favor. 5 what v exes me 

[Knocking heard without'] Joseph Surface Ay, madam, to be 

Servant Sir, I belies e that must be sure, that’s the pros oking circumstance. 
Lady Teazle — ssithout foundation \ es, yes, there’s 

Joseph Surface Hold 1 See sshether it the mortification, indeed, for, is hen a 

is or not before you go to the door I 10 scandalous story is belies ed against one, 
have a particular message for you if it there certainly is no comfort like the 

should be my brother consciousness of has mg desers ed it 

Servant ’ JTis her ladyship, sir She Lady Teazle No, to be sure, then I’d 
always leaves her chair at a milliner’s in forgis e their malice But to attack me, 
the next street 15 who am really so innocent and who 

Joseph Surface Stay, stay 1 Drasv that never say an ill-natured thing of any- 
screen before the window That will do body, — that is, of any friend, and then 

My opposite neighbor is a maiden lady Sir Peter, too, to have him so peevish 

of so curious a temper [ Servant dra is and so suspicious, when I knosv the 
the screen and exit ] I have a difficult 20 integrity of my own heart, — indeed, ’tis 
hand to play in this affair Lady Teazle monstrous 1 

has lately suspected my viesvs on Maria, Joseph Surface But, my dear Lady 
but she must by no means be let into Teazle, ’tis your own fault if you suffer 
that secret, — at least, till I have her it When a husband entertains a ground- 
more in my power [Enter Lady Teazle ] 25 less suspicion of his wife and withdraws 
Lady Teazle What, sentiment in so- his confidence from her, the original 
liloquy now ? Have you been very 1m- compact is broken, and she owes it to 
patient ? O lud' don’t pretend to look the honor of her sex to endeavor to out- 
grave I vow I couldn’t come before wit him 

Joseph Surface O madam, punctual- 30 Lady Teazle Indeed 1 So that, if he 
lty is a species of constancy very un- suspects me without cause, it follows 

fashionable in a lady of quality that the best way of curing his jealousy 

Lady Teazle Upon my word, you is to giv e him reason for it ? 
ought to pity me Do you know Sir Peter Joseph Surface Undoubtedly, — for 
is grown so ill-natured to me of late, and 35 your husband should nev tr be deceived 
so jealous of Charles too 1 That’s the best in vou, and m that case it becomes you 
of the story, isn’t it ? to be frail in compliment to his discern- 

Joseph Surface [Aside ] I am glad mv ment 
scandalous friends keep that up Lady TiaJe To be sure, what j ou say 

Lady Tea'le I am sure I Wish he 40 is \ ery reasonable, and w hen the con- 
would let Maria marry him and then, sciousness of my innocence — 
perhaps, he would be convinced, don’t Joseph Surface Ah, my dear madam, 
you, Mr Surface ? there is the great mistake 1 ’Tis this v ery 

Joseph Surface [dside 3 Indeed I do conscious innocence that is of the great- 
not — Oh, certainly I do 1 for then my 45 est prejudice to you What is it makes 
dear Lady Teazle would also be con- you negligent of forms and careless of 
vinced how wrong her suspicions were the world’s opinion ? Why, the consuous- 
of my hav mg any design on the silly girl ness of your own innocence What makes 

Lady Teazle Well, well. I’m inclined you thoughtless in your conduct and 

to believe you But isn’t it provoking to 50 apt to run into a thousand little lmpru- 
have the most ill-natured things said of dences ? Why, the consciousness of your 
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own innocence What makes you lm- Servant I beg your pardon, sir, but 
patient of Sir Peter’s temper and out- I thought you would not choose Sir Peter 

r igcou., it his suspicion.,? Why, the to come up without announcing him 
consciousness of your own innocence Joseph Surface Sir Peter! Oons, — the 

Lad i Jtazle ’ 1 is i ery true 5 devil 1 

Joseph Surface Now, mv dear Lady Lady Teazle Sir Peter 1 0 lud • I’m 

Teazle, if \ou would but make a trifling ruined! I’m ruined 1 

fair> pa <■, iou can’t conceive how Servant Sir, ’twasn’t I let him in 

c lutious \ ou w ould grow and how ready Lad\ Teazle Oh, I’m quite undone! 

to humor and agree with your husband to What will become of me now, Mr 
Lad\ Teazle Do you think so? Logic? Oh, he’s on the stairs — I’ll get 

Joseph Surface Oh, I am sure on’t! behind here, and if e\er I’m so linpru- 

And then vou would find all scandal dent again — [Goes behind the scree n~\ 
cease at once, for, in short, tour char- Joseph Surface Gi\e me that book 
acter at present is like a person in a is [Sitr do in Set cant pretends t) adjust Ins 
plethora, absolutely dying from too chair ] [Enter Sit Petit Tiazlt ] 
much health Sir Peter Av, ever impro\ tng himself! 

Lad\ leazle So, so, then I perceive Mr Surface, Mr Surface — 
tour prescription is that I must sin in Joseph Surface Oh, my dear Sir 
mv own defense and part with my virtue 20 Peter, I beg your pardon [ Gaping , 
to preserv e my reputation? thro'vs a va\ the book ] I hav e been dozing 

Joseph Surface Exactly so, upon my over a stupid book W ell, I am much 
credit, ma’am obliged to you for this call A ou haven’t 

Ladx leazle Well, certainly this is been here, I believe, since I fitted up 
the oddest doctrine and the newest re- 25 this room Books, you know, are the 
ceipt for avoiding calumny 1 only things I am a coxcomb in 

Joseph Surface An infallible one, be- Sir Peter ’Tis very neat indeed Well, 
lieveme Prudence, like e> penence, must well, that’s proper, and you can make 
be paid for even your screen a source of knowledge, 

Lad\ Teazle W'hy, if my understand- 30 — hung, I perceive, with maps 
ing were once convinced — Joseph Surface Oh, yes, I find great 

Jose pn Surface Oh, certainly , madam, use in that screen 
vour understanding should be convinced Sir Peter I dare say you must, cer- 

A cs, ves, — heaven forbid I should per- tamly, when you want to find anything 
suade vou to do anything you thought 35 in a hurry 

wrong 'No, no, I have too much honor Joseph Surface [A rule ] Ay, or to 
to desire it hide anything in a hurry either 

Lad Iiazle Don’t you think we may Su Peter Well, I have a little private 
as well lc iv e honor out of the question? business — 

Joeepn Surface Ah, the ill effects of 40 Joseph [To Servant ] You need not 
your country education, I see, still re- stay 

main vv ith y ou Servant No, sir [Exit ] 

Lad\ leazle I doubt they do, indeed, Joseph Surface Here’s a chair, Sir 
and I will fairly own to vou that if I Peter I beg — * v 

could be persuaded to do wrong, it 45 Su Peter Well, now we are alone, [ 
would be by Sir Peter’s ill usage sooner there’s a subject, my dear friend, on 
than your honorable logic after all which I wish to unburden my mind to 

Jo eph Surface Alien, by this hand, you, a point of the greatest moment to 
which he is unworthy of— [la! ing her my peace, in short, my good friend, 

hand Enter Servant ] ’Sdeith, you 50 Lady 1 ea/le’s conduct of late has made 
blockhead, what do you want' me very unhappy 
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Joseph Sin face Indeed' I am very frail, and I were to make it public, uliy, 
sorry to hear it the town would only laugh at me, the 

Sir Piter Ay, ’in, but too plain she foolish old bachelor who had married a 

has not the least regird for me, but, girl 

what’s worse, I hiu pretty good m- 3 Jonph Surface That’s true, to be 
thority to suppose she has formed in sure 1 hey would laugh 
attachment to another Si 1 Pita Laugh, ay' \nd make bal- 

Josipli Surface Indeed 1 You astonish lads and paragraphs and the dev ll knows 
me' what of me 

Sir Peter Yes, and, between our- 10 Joseph Surface No, you must never 
selves, I think I’ve discovered the per- make it public. 

son Sit Pettr But then, again, that the 

Joseph Surface How 1 You alarm me nephew of my old friend, Sir Oliver, 
exceedingly should be the person to attempt such a 

Si) Ptier Ay, mv dear friend, I knew 13 wrong, hurts me more nearly 
you would sympathize with me* Joseph Surface Ay, there's the point. 

Joseph Sitrfact Yes, believe me, Sir When ingratitude barbs the dart of m- 
Peter, such a discovery would hurt me jury, the wound has double danger in it. 
just as much as it would you Sir Pthr Ay 1 1 that was, in a manner, 

Sir Pita I am convinced of it Ah, it 20 left his gu lrdian, in whose house he had 
is a happiness to have a friend whom we been so often entertained, who nev er in 

can trust even with one’s family secrets, my life denied him — my adv ice' 

But have you no guess who I mean ? Josi pit Surface Oh, ’tis not to be 

Joseph Surface I haven’t the most credited 1 lhere may be a man cipible 

distant idea It can’t be Sir Benjamin 25 of such baseness, to be sure, but, for my 
Backbite' part, till \ou can give me positive 

Sir Peter Oh, no' What say you to proofs, I cannot but doubt it However, 
Charles ? if it should be proved on him, lie is no 

Joseph Surface My brother ? Impos- longer a brother of mine, I disclaim 
sible' > 30 kindied with him, for the man who can 

Si) Peter Oh, my dear friend, the break the laws of hospit ihty and tempt 

goodness of your own heart misleads the wife of his friend, deserves to be 

you You judge of others by yourself branded as the pest of society 

Joseph Surface Certainly, Sir Peter, Sir Pi ter \\ h it 1 difference there is 
the heirt that is conscious of its own 35 between vou' What noble sentiments' 
integrity is ever slow to credit another’s Joseph Suifaci \ et I cannot suspect 
treachery Ladv I eazle’s honor 

Sir Peter True, but your brother has Su Pita I im sure I wish to think 
no sentiment You never hear him talk well of her ind to remove ill ground of 
so 40 quarrel betvv een us She h is lately re- 

Joicph Surface ^ et I can’t but think preached me more than once with hav- 

Lady Teazle herself has too much prin- mg made no settlement on her, and, in 

ciple our last quarrel, she almost hinted that 

Sir Petn Ay, but what is principle she should not break her heart if I was 
against the flattery of a handsome, lively 45 dead Now, as we seem to diffei in our 
young fellow ? ideas of expense, I have resolved she 

Joseph Surfact That’s very true shall have her own way and be her own 

Sir'Pehr And then, you know, the mistress in th it respect for the futuie, 

difference of our ages makes it very im- and, if I were to die, she will find I h ive 

probable that she should have any great 30 not been inattentive to her interest 
affection for me, and, if she were to be while living Here, my friend, are the 
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drafts of two deeds, which I wish to 
have vour opinion on By one, she will 
tnjov eight hundred a year independent 
while I li\e, and, by the other, the bulk 
of mv fortune at my death 

Joseph Surface This conduct, Sir 
Peter, is indeed truly generous [ Aside J 
I wish it may not corrupt my pupil 
Sir Peter Yes, I am determined she 
shall hai e no cause to complain, though r 
I would not ha\e her acquainted with 
the latter instance of my affection vet 
aw hile 

Joseph Siuface \_Asxdt J Nor I, if I 
could help it i 

Sir Piter And now, my dear friend, 
if you please, we will tilk over the situ- 
ation of tour hopes with Maria 

Jnrtph Surface \ \Softh J Oh, no, Sir 
Peter 1 Another time, if you please a 
Sir Peter I am sensibly chagrined at 
the little progress you seem to make in 
her affections 

Joreph Surface [ Softh ] I beg you 
will not mention it What are my dis-2 
appointments when your happiness is m 
debate 1 [_ 4 side~\ ’Sdeath, I shall be 
ruined ev ery w ay 1 

Sir Peter And though you are av erse 
to my acquainting Lady Teazle with 3 
your passion for Maria, I’m sure she’s 
not your enemy in the affair 

Joseph Surface Pray, Sir Peter, now 
oblige me I am really too much affected 
by the subject we have been speaking of 3 
to bestow a thought on my own con- 
cerns The man who is entrusted with 
his friend’s distresses can never — \_Enter 
Servant J Well, sir* 

Scrzant Your brother, sir, is speaking 4 
to a gentleman in the street and says he 
knows you are within 

Joseph Surface ’Sdeath, you block- 
head 1 I’m not within I’m out for the 
day 4 

Sir Peter Stay — Hold 1 A thought has 
struck me You shall be at home 

Josiph Surface Well, well, let him up 
[_E\it Servant Aside J He’ll interrupt 
Sir Peter, however 5 

Sir Pi hr Now my good friend. 


oblige me, I entreat you Before Charles 
comes, let me conced myself some- 
where, then do you ta\ him on the point 
we ha\e been talking, and his answer 
5 may satisfy me at once 

Joseph Surface Oh, fie, Sir Peter' 
Would you have me join in so mean a 
trick* To trepan my brother too' 

Sir Ptter Nay, you tell me you are 
o sure he is innocent If so, you do him the 
greatest sen ice by giv ing him an oppor- 
tunity to clear himself, and you w ill set 
mv heart at rest Come, you shall not re- 
fuse me Here, behind the screen will be 
S — Hey' What the devil' There seems to 
be one listener here already 1 I’ll swear I 
saw a petticoat 1 

Joseph Surface Ha 1 ha' ha' Well, this 
is ridiculous enough I’ll tell you, Sir 
a Peter, though I hold a man of intrigue 
to be a most despicable character, yet, 
you know, it does not follow that one is 
to be an absolute Joseph either 1 
Hark’ee, ’tis a little French milliner, a 
5 silly rogue that plagues me, and having 
some character to lose, on your coming, 
sir, she ran behind the screen 

Sir Peter Ah, you rogue, — But, egad, 
she has o\ erheard all I have been saying 
of my wife 

Joseph Surface Oh, ’twill never go 
any faither, you may depend upon it' 
Sir Peter No* Then, faith, let her 
hear it out — Here’s a closet w ill do as 
well 

Joseph Surface Well, go in there 
Sir Peter Sly rogue' Sly rogue' [Go- 
ing into the closet J 

Joseph Surface A narrow escipe, in- 
deed' And a curious situation I’m in, to 
part man and wife in this manner 
Lady I eade \_Peeping ] Couldn’t I 
steal off* 

Joseph Surface Keep close, my angel' 
Sir Peter \_Peeping ] Joseph, ti\ him 
home' 

Joseph Stnface Back, mv dear friend' 
Lad\ I eade [ Peeping ] Couldn’t you 
lock Sir Peter in* 

* See the story of Joseph and Potiphar’s 
wife in Gene 11, 39 
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Joseph Surface Be still, my life 1 sides, you know my attachment to 

Sir Peter [ [Peeping 3 You’re sure the Maria 
little milliner won’t blab ? Joseph Surface But, sure, brother, 

Joseph Surface In, in, my good Sir even if Lady Teazle had betrayed the 

* Peter 1 — Tore gad, I wish I Ind a key 5 fondest partiality for you — 

to the door 1 [Lnter Charles Surface 3 Charles Why, look’ee, Joseph, I hope 

Charles Holla, brother, what has been I shall never deliberately do a dishon- 
the matter? \our fellow would not let orable action, but if a pretty woman 

me up at first Whit, have you had a was purposely to throw herself in my 

Jew or a wench with you? 10 w ay, and that pretty woman married to 

Joseph Surface Neither, brother, I a man old enough to be her father — 
assure vou Joseph Surface Well? 

Chailes But what h is made Sir Peter Charles Why, I believe I should be 

> steal off? I thought he had been with obliged to borrow a little of your moral- 

you 15 ity, that’s all But, brother, do vou 

Joseph Surface He was, brother, but, know now that jou surprise me e\ceed- 
hearing you were coming, he did not ingly by naming me with Lady Teazle, 
choose to stay for, T faith, I always understood you 

Charles What, was the old gentle- were her fav orite 
man afraid I wanted to borrow money 20 Joseph Surface Oh, for shame, 
of him? Charles 1 I his retort is foolish 

Joseph Surface No, sir, but I am Charles Nay, I swear I have seen you 
sorry to find, Charles, you have lately exchange such significant glances — 
giv en that worthy man grounds for great Joseph Surface Nay, nay, sir, this is 
„ uneasiness 25 no jest 

Charles Yes, they tell me I do that Charles Egad, I’m serious 1 Don’t 
to a great many worthy men But how you remember one day when I called 
so, pray 3 here — 

Joseph Surface To be plain w ith you, Joseph Surface Nay, pr’ythee, 
brother, he thinks you are endeavoring to Charles — 

to gain Lady Teazle’s affections from Charles And found you together — 
him Joseph Surface Zounds, sir, I insist — 

Charles Who, I ? O lud, not I, upon Charles And another time when your 
my word Ha' ha 1 ha 1 ha 1 so the old servant — 

fellow has found out that he has got a 35 Joseph Surface Brother, brother, a 
young wife, has he? Or, what’s worse, word with you' [Aside 3 Gad, I must 
Lady Teazle has found out she has an stop him 

old husband? Charles Informed, I say, that — 

Joseph Surface This is no subject to Joseph Surface Hush 1 I beg your 
jest on, brother He who can laugh — 40 pardon, but Sir Peter has overheard all 

Charles True, true, as you were going we have been saying I knew you would 

to sa> — Then, seriously, I nev er had the clear yourself, or I should not have 

least idea of what you charge me with, consented 

upon my honor Charles How, Sir Peter' Where is he? 

Joseph Surface [Aloud 3 Well, it will 45 Joseph Surface Softly 1 There' [Points 
giv e Sir Peter great satisfaction to hear to the closet 3 

this Charles Oh, ’fore heaven, I’ll have 

Charles To be sure, I once thought him out Sir Peter, come forth 1 
the 1 idv seemed to have taken a fancy Joseph Surface No, no — 

to me, but, upon my soul, I never 50 Charles I say, Sir Peter, come into 

gave her the least encouragement. Be- court' [Pulls m Sir Peter 3 What' My 
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old guirdnn' VS hat, turn inquisitor and and so apprehensive of his good name, 
t k~ e\idence i ncog ? as he calls it, that I suppose he would as 

S ii Peter fine me your hand, soon let a priest into his house as a 
Charles I belies e I ha\e suspected you wench 

wrongfully, but you mustn’t be angry 5 Sir Pita No, no 1 Come, conic 1 You 
with Joseph ’Twas my plan wrong him No, no, Joseph is no rake, 

Charles Indeed 1 but he is no such saint either, in that re- 

Su Pthr But I acquit you I promise spect [ iside ] I ha\e a great nnnd to 
you I don’t think near so ill of you as I tell him We should have such a laugh 
did What I have heard has given me 10 at Joseph 

great satisfaction Charles Oh, hang him, he’s a very 

Charles Egad, then, ’twas lucky you anchorite, a young hermit 
didn’t hear any more \_ 4 partto Joseph ] Sir Peter Hark’ee, you must not 
\V asn’t it, Joseph? abuse him He may chance to hear of it 

Su Peter Ah, you would have re- 15 again, I promise you 
torted on him Charles Why, you won’t tell him? 

Chailes Ah, ay, that was a joke Sir Peter No, but — This way 

Sir Peter Yes, yes, I know his honor [_dside~\ Egad, I’ll tell him — Ilark’ee. 
too well have vou a mind to have a good laugh 

Charles But you might as well have 20 at Joseph? 
suspected him as me in this matter, for Charles I should like it, of all things 

all that [Jpaitto Joseph ] Mightn’t he. Sir Peter Then, 1’ faith, we will 1 I’ll 

Joseph? be quit with him for discovering me He 

Sir Peter Well, well, I believe you had a girl with him when I called 
Joseph Surface [Aside J Would they 25 Charles What 1 Joseph? Vou jest 
were both out of the room' [Enter Ser- Sir Peter Hush 1 A little trench mil- 
vant and chispers Joseph ] liner, and the best of the jest is she’s m 

Sir Peter And in future, perhaps, we the room now 
may not be such strangers [Exit Serv- Charles The devil she is 1 
ant ] 30 Sir Peter Hush, I tell you 1 [Points'] 

Joseph Surface Gentlemen, I beg par- Charles Behind the screen 5 ’blife let’s 
don I must wait on you down stairs unveil her 1 

-Here is a person come on particular Sir Peter No, no, he’s coming You 
business shan’t, indeed 1 

Charles Well, you can see him in an- 33 Charles Oh, egad, we’ll hav e a peep 
other room Sir Peter and I have not at the little milliner! 

met a long time, and I have something Sir Peter Not for the world' Joseph 

to say to him will never forgive me 

Joseph Surface £ Aside ] They must Charles I’ll stand by you — 
not be left together —I’ll send this man 40 Sir PeUr Odds, here he is 1 [ Joseph 

away and return directly [Apart to Sir Surface enters just as Charles Surface 

Peter and goes out ] Sir Peter, not a word thro-vs down the screen 
of the French milliner Charles Lady Teazle, by all that’s 

Sir Peter [ Apart to Joseph] I 1 Not wonderful 1 
for the world — Ah, Charles, if jou asso-45 Sir Peter Lady Teazle, by all that’s 
ciated more with your brother, one damnable' 

might indeed hope for your reformation Charles Sir Peter, this is one of the 
He is a man of sentiment Well, there is smartest French milliners I ever saw. 
nothing in the world so noble as a man of Egad, you seem ill to hav e been divert- 
sentiment 50 mg yourselves here at hide and seek, 

Charles Psha, he is too moral by half, and I don’t see who is out of the secret 
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Shall I beg your ladyship to inform me ? Joseph Surface [Aside ] ’Sdeath, 
Not a word I Brother, will you be pleased madam, will you betray me ? 
to explain this matter ? \\ hat I Is moral- Lad\ Teazle Good Mr Hypocrite, by 
lty dumb too ? Sir Peter, though I found your lea\c, I’ll speak for myself 
you in the dark, perhaps you are not so 5 Sir Peter Ay, let her alone, sir, you’ll 
now 1 All mute 1 — Well, though I can find she’ll make out a better story than 
make nothing of the affair, I suppose you, without prompting 
you perfectly understand one another, Lnd\ Teazle Hear me, Sir Peter 1 I 
so I’ll leas e you to yourseh es [Going ] came here on no matter relating to your 
Brother, J’m sorry to find you has e 10 \\ ard and even ignorant of this gentle- 
grven that worthy man grounds for so man’s pretensions to her But I came, 
much uneasiness Sir Peter, there’s seduced by his insidious arguments, at 
nothing in the world so noble as a man least to listen to his pretended passion, 
of sentiment 1 [ Exit Charles The\ stand if not to sacrifice your honor to his 
for some time looking at each other 3 15 baseness 

Joseph Surface Sir Peter, notwith- Si; Peter Now, I believ e the truth is 
standing — I confess, that appearances coming, indeed 
are against me, — if you will afford me Joseph Surface The woman’s mad! 

your patience, I make no doubt — but I Lad\ Teazle No, sir, she has re- 

shall explain everything to your satis- 20 cov ered her senses and your own arts 
faction have furnished her with the means Sir 

Sir Peter If you please, sir Peter, I do not expect you to credit me, 

Joseph Surface The fact is, sir, that but the tenderness you expressed for me 
Lady Teazle, knowing my pretensions when I am sure you could not think I 
to your w ird Maria, — I say, sir, Lady 25 was a witness to it has so penetrated to 
Teazle, being apprehensiv e of the jeal- my heart that had I left this place vvith- 
ousy of your temper, — and knowing my out the same of this discov ery my future 
friendship to the family, — she, sir, I say life should hav e spoken the sincerity of 
— called here, — in order that — I might my gratitude As for that smooth- 
explain these pretensions, but on your 30 tongued hypocrite, who would have 
coming, — being apprehensive, — as I seduced the wife of his too credulous 
said, — of your jealousy, she withdrew, friend while he affected honorable 
and this, you may depend on it, is the addresses to his ward, I behold him 
whole truth of the matter now in a light so truly despicable that I 

Sir Peter A v ery clear account, upon 35 shall never again respect myself for 
my word, and I dare swear the lady will having listened to him [ Exit ] 
vouch for every particle of it Joseph Surface Notwithstanding all 

Ladx Teazle For not one word of it, this, Sir Peter, heaven knows — 

Sir Peter Sir Peter That you are a villain, 

Sir Peter How 1 Don’t you think it 40 and so I leave you to your conscience 
worth while to agree in the lie ? [ Exit ] 

Ladv Teazle There is not one syllable Joseph Surface • [Following Sir Peter 3 

of truth in what that gentleman has You are too rash, Sir Peter. You shall 
told you. hear me. The man who shuts out con- 

Sir Peter: I believe you, upon my 45 viction by refusing to — [Exit!} 
soul, ma’am. 
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QUES1IONS ON ACT IV 

1 How does Shell clan avoid oveisimplifying die money-lending scenes 
in Acts III and IV? Or, to put the question in anothei way, how is the 
tension secured? 

2 What is the complexity of meaning implied by the lines spoken by 
Sn Oliver just befoie his exit (p 224 b, 32 IF)? 

3 What is accomplished by Scene n? 

4 In Scene 111 what is the technical significance of Joseph’s referring to 
a possible call fiom his brother (p 225 a, 11-12)? 

3 Note the reference to the screen early in the scene Is the handling of 
this in any way comparable to Wilde’s management of the fan? 

6 Do vou find double entendre in any of Joseph’s remarks during the 
screen scene? 

7 Is the means bv which Joseph is got out of the room wholly satis- 
factory? Why does Shendan want Joseph out of the room? 

8 In movement, concentration, and climactic development, how does 
this act compare with the preceding ones? 


ACT V 

[Scene I The library ] 

'[Enter Joseph Surface and Servant ] 

Joseph Surface Mr Stanley 1 And why 
should you think I would see him ? You 
must know he comes to ask something 

Servant Sir, I should not have let him 1 
in, but that Mr Rowley came to the 
door with him. 

Joseph Surface Psha, blockhead 1 To 
suppose that I should now be in a temper 
to receive visits from poor relations* 1 
Well, why don’t vou show the fellow up ? 

Servant I will, sir Why, sir, it wis 
not mv fiult that Sir Peter discovered 
m> 1 idy — 

Joseph Surface Go, fool* [Exit Sen- 2 
ant ] Sure, Fortune nev er played a man 
of my policy such a trick before My 
character with Sir Peter, my hopes with 
M iria, destroyed in a moment* I’m in a 
rare humor to listen to other people’s 2 
distresses I sh in’t be able to bestow 
even a benevolent sentiment on Stanley 
—So here he comes and Rowley with 
him I must try to recover myself and 
put a little charity into my f ice, how- a 


ever [Exit J [ Enter Sir Oliver Surface 
and Ro c lex ] 

Sir Oliver What, does he avoid us ? 
That was he, was it not ? 

5 Rowley It was, sir But I doubt you 
are come a little too abruptly His 
nerves are so weak that the sight of a 
poor relation may be too much for him 
I should have gone first to break it to 
o him 

Sir Oliver Oh, plague of his nerves' 
Yet this is he whom Sir Peter extols ?s a 
man of the most benevolent way of 
thinking 

5 Ro vie' As to his way of thinking, I 
cannot pretend to decide, for, to do him 
justice, he appears to have as much 
speculitive benevolence as any private 
gentlem m in the kingdom, though he is 
seldom so sensual is to indulge himself 
in the exercise of it 

Sir Oliver Yet he has a string of chai- 
ltable sentiments at his fingers’ ends 1 
Ro ole\ Or, rather, at his tongue’s ? 
end, Sir Oliver, for I believe there is no 
sentiment he has such faith in as that 
“ Chant} begins at home ” 

Sir Oh 11 And his, I presume, is of 
th it domestic sort which never stirs 
abroad at all 
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Ro-iley I doubt you’ll find it so But avarice, Mr Stanley, is the vice of age 
he’s coming I mustn’t seem to interrupt I v\ ill tell you, my good sir, in confidence 
jou, and you know lmmediattlv asvou what he has done for me has been a 
lcav e him, I come in to announce j our mere nothing, though people I know 
arrival in your real character 5 have thought otherwise, and, for my 

Sir Oliver True, and afterwards jou’ll part, I never chose to contradict the 
meet me at Sir Peter’s report 

Ro'cL’\ Without losing a moment Sir Oliver What* Has he never trans- 
[Lxitf mitted you bullion, rupees, pagodas? 1 

Sir Oliver I don’t like the complai- 10 Josiph Surface Oh, dear sir, nothing 
sance of his features [Enter Joseph Sur- of the kind* No, no, a few presents now 
f ace ~\ and then, — china, shawls, congou tea, 2 

Joseph Surface Sir, I beg you ten avadavats, 3 and Indian crackers, 4 — ht- 
tl ousands pardons for keeping you a tie more, believ e me 
moment waiting Mr Stanley, I pre- 15 Sir Oliver [Aside ] Here’s gratitude 
sume for twelve thousand pounds* Av adavats 

Sir Oliver At your serv ice and Indian trackers* 

Joseph Surface Sir, I beg you will do Joseph Surface Then, my dear sir, 
me the honor to sit down — I entreat you have heard, I doubt not, of the ex- 

you, sir 20 trav agance of my brother 1 here are 

Sir Oliver Dear sir, — there’s no oc- very few who would credit what I have 

cision [Aside ] Too civil by half done for that unfortunate j oung man 

Joseph Surface I have not the pleas- Sir Oliver [Aside ] Not I, for one* 
sure of know mg you, Mr Stanley, but I Joseph Surface The sums I hive lent 
am extremely happy to see you look so 25 him * Indeed I hav e been exceedingly to 
well 'Vou were nearly related to my blame, it was an amiable weakness, 
mother, I think, Mr Stanley? however, I don’t pretend to defend it, 

Sv Oliver I was, sir, so nearly that and now I feel it doubly culpable since 

my present poverty, I fear, may do dis- it has depnv ed me of the pleasure of 
credit to her wealthy children, else I 30 serving you, Mr Stanley, as my heart 
should not have presumed to trouble dictates 

you Sir Oliver [Aside~] Dissembler* — 

Joseph Surface Dear sir, there needs Then, sir, you can’t assist me? 
no apology* He that is in distress, Joseph Surface At present it grieves 
though a stranger, has a right to claim 35 me to say I cannot, but whenever I have 
kindred with the wealthy I am sure I the ability, you may depend upon hear- 
wish I was of that class and had it in mg from me 

my power to offer you ev en a small re- Sir Oliver I am extremely sorry — 
hef Joseph Surface Not more than I, be- 

Sir Oliver If your unde, Sir Oliver, 40 lieve me To pity without the power to 
were here, I should have a friend relieve is still more painful than to ask 

Joseph Surface I wish he was, sir, and be denied 
with all my heart You should not want Sir Oliver Kind sir, your most obedi- 
an advocate with him, believe me, sir ent, humble servant* 

Sir Oliver I should not need one, my 45 Joseph Surface You leave me deeply 
distresses would recommend me But I affected, Mr Stanley — William, be 
imagined his bounty would enable you ready to open the door 
to become the agent of his charity Sir Oliver Oh, dear sir, no ceremony. 

Joseph Surface My dear sir, you were 1 The pagoda, like the rupee, is an Indian 

strangely misinformed Sir Oliver is a 50 coin 2 A black, Chinese tea 3 A kind of In- 
worthy man, a very worthy man, but dian song-bird 4 Small firecrackers 
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Joseph Surface ^our very obedient! 

Sir Ollier Sir, tour most obsequious 

Jon pit Surf act ^ ou m ay depend 
upon heinng from me whenever I can 
be of serv ice 

Sir Oliver Sweet sir, you are too 
good ' 

Joseph Surface In the meantime I 
wish you health and spirits 


am strangely ov erjoyed at his coming 
[*lsidt 3 Never, to be sure, was any- 
thing so damned unlucky 1 

Rocle^ You will be delighted to see 
5 how well he looks 

Joseph Surface Ah, I’m overjoyed to 
hear it — [Aside ] Just at this time! 

Ro ilex I’ll tell him how impatiently 
you evpect him 


Su Olncr \ our ever grateful and 10 Joseph Surface Do, do l Pray give him 
perpetual humble serv ant 1 my best duty and affection Indeed, I 

Joseph Surface Sir, yours as sin- cannot express the sensations I feel at 
cerely 1 the thought of seeing him [Exit Ro iley ] 

Sir Oh e r \_A S 1 Charles, you are Certainly his coming just at this time 
my heir 1 [Exit J IS is the cruellest piece of ill fortune [Exit J 

Joseph Surface This is one bad effect 

of a good character, it invites applica- [Scene II Sir Peter Teazle’s J 

tion from the unfortunate, and there r _ , . _ , , , r . 

needs no small degree of address to gain l Euter Candour and Mald 3 

the reputation of benevolence without 20 Maid Indeed, ma’am, my lady will 

incurring the expense The silv er ore of see nobody at present 

pure charity is an expensive article in Mrs Candour Did you tell her it was 

the catalogue of a man’s good qualities, her friend Mrs Candour f 

whereas the sentimental French plate I Maid Ves, ma’am, but she begs you 

use instead of it, makes just as good a 25 will excuse her 

show and pays no tax [Enter Roarley ] Mrs Candour Do go again I shall be 
Ro vley Mr Surface, your servant! I glad to see her if it be only for a moment, 

was apprehensive of interrupting you, for I am sure she must be in great dis- 
though my business demands immediate tress [Exit Maid J Dear he irt, how 
attention, as this note will inform you 30 provoking' I’m not mistress of half the 
Joseph Surface Always happy to see circumstances’ We shall have the whole 
Mr Rowley [Reads the letter J Sir Oliver affair in the newspapers with the names 
Surface 1 My uncle arrived 1 of the parties at length before I have 

Rode j He is, indeed, we have just dropped the story at a dozen houses 
parted Quite well after a speedy voyage 35 [Enter Sir Benjamin Backbite J Oh, Sir 
and impatient to embrace his worthy Benjamin, you have heard, I suppose — 


nephew 

Joseph Surfcce I am astonished’ — 
\\ ilium, stop Mr Stanley, if he’s not 
gone 1 j 

Rouley Oh, lie’s out of reach, I be- 
Iiev e. 

Joseph Surface Why did you not let 
me know this when you came in to- 
gether ? 4 

Ro-vlex I thought you had particular 
business But I must be gone to inform 
your brother and appoint him here to 
meet your unde He will be with you in 
a quarter of an hour : 


Joseph Surface So he says Well, I detected 


Sir Benjamin Of Lady leazlc and 
Mr Surface — 

t Mrs Candour And Sir Peter’s dis- 
40 cov ery — 

Sir Benjamin Oh, the strangest piece 
of business, to be sure 1 
t Mrs Candour Well, I never was so 
surprised in my life I am so sorry for all 1 
45 parties, indeed * 

r Sir Benjamin Now, I don’t pity Sir 
1 Peter at all, he was so extravagantly 

) partial to Mr Surface 

1 Mrs Candour Mr Surface 1 Why, 
50’twas with Charles Lady Teazle was 
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Sir Benjamin: No, no, I tell you; Mr. Sir Benjamin: No? What, no mention 
Surface is the gallant. of the duel? 

Mrs. Candour: No such thing! Mrs. Candour: Not a word. 

Charles is the man. ’Twas Mr. Surface Sir Benjamin: Oh, yes. They fought 

brought Sir Peter on purpose to discover 5 before they left the room. 

them. Lady Sneerwell: Pray let us hear. 

Sir Benjamin: I tell you I had it from Mrs. Candour: Ay, do oblige us with 
one — the duel. 

Mrs. Candour: And I have it from Sir Benjamin: “Sir,” says Sir Peter, 
one — 10 immediately after the discovery, “you 

Sir Benjamin: Who had it from one, are a most ungrateful fellow.” 
who had it — Mrs. Candour: Ay, to Charles — 

M rj. Candour: From one immediately. Sir Benjamin : No, no, to Mr. Surface. 

But here comes Lady Sneerwell; perhaps “A most ungrateful fellow; and old as I 

she knows the whole affair. [ Enter Lady 15 am, sir,” says he, “I insist on immediate 
Sneerzvell^ satisfaction.” 

Lady Sneerwell: So, my dear Mrs. Mrs. Candour: Ay, that must have 
Candour, here’s a sad affair of our friend been to Charles, for ’tis very unlikely 

Lady Teazle. Mr. Surface should fight in his own 

Mrs. Candour: Ay, my dear friend, 20 house, 
who would have thought — Sir Benjamin : Gad’s life, ma’am, not 

Lady Sneerzvell: Well, there is no at all, — “giving me immediate satis- 

trusting appearances, though, indeed, faction!” On this, ma’am, Lady Teazle, 

she was always too lively for me. seeing Sir Peter in such danger, ran out 

Mrs. Candour: To be sure, her man- 25 of the room in strong hysterics and 

ners were a little too free; but then she Charles after her calling out for harts- 

was so young! horn and water; then, madam, they 

Lady Sneerwell : And had, indeed, began to fight with swords — \_Enter 
some good qualities. Crabtree .] 

Mrs. Candour: So she had, indeed. 30 Crabtree: With pistols, nephew. 
But have you heard the particulars? pistols! I have it from undoubted au- 

Lady Sneerwell: No; but everybody thority. 
says that Mr. Surface — Mrs. Candour: Oh, Mr. Crabtree, 

Sir Benjamin: Ay, there, I told you then it is all true? 

Mr. Surface was the man. 33 Crabtree: Too true, indeed, madam, 

Mrs. Candour: No, no; indeed, the and Sir Peter is dangerously wounded — 
assignation was with Charles. Sir Benjamin: By a thrust in second 1 

Lady Sneerwell: With Charles? You quite through his left side — 
alarm me, Mrs. Candour! Crabtree: By a bullet lodged in the 

Mrs. Candour: Yes, yes; he was the 40 thorax, 
lover. Mr. Surface, to do him justice, Mrs. Candour: Mercy on me! Poor 
was only the informer. Sir Peter! 

Sir Benjamin: Well, I’ll not dispute Crabtree: Yes, madam, though Charles 
with you, Mrs. Candour; but, be it would have avoided the matter if he 
i which it may, I hope that Sir Peter’s 45 could, 
wound will not — Mrs. Candour: I knew Charles was 

Mrs. Candour: Sir Peter’s wound! Oh, the person, 
mercy! I didn’t hear a word of their Sir Benjamin: My uncle, I see, knows 
fighting. nothing of the matter. 

Lady Sneerwell: Nor I, not a sylla-50 
ble. 


1 A term denoting a position in fencing. 
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Crabtree But Sir Peter taxed him Crabtree Oh, this is he, the physician, 
with the basest ingratitude — depend on’t 

Sir Benjamin That I told you, you Mrs Candour Oh, certainly, it must 
know — be the physician, and now we shall 

Crabtrei Do, nephew, let me speak 1 5 know [Enter Sir Oliver Surface ] 

And insisted on immediate — Crabtree Well, doctor, what hopes? 

Sir Benjamin Just as I said — Mrs Candour Ay, doctor, how’s your 

Crabtree Odd’s life, nephew, allow patient? 
others to know something too 1 A pair of Sir Benjamin Now, doctor, isn’t it a 
pistols lav on the bureau (for Mr Sur- iowound with a smallsword? 
face, it seems, had come home the night Crabtree A bullet lodged in the 
before late from Salthill, 2 where he had thorax, for a hundred 1 
been to see the Montem with a friend Sir Oliver Doctor? A wound with a 
who has a son at Eton) so, unluckily, smallsword? And a bullet in the 
the pistols were left charged 15 thorax? — Oons, are you mad, good 

Sir Benjamin I heard nothing of this people? 

Crabtree Sir Peter forced Charles to Sir Benjamin Perhaps, sir, you are 
take one, and they fired, it seems, pretty not a doctor? 

neirly together Charles’s shot took Sir Oliver Truly, I am to thank you 

effect, as I tell you, and Sir Peter’s 20 for my degree, if I am 

missed, but what is very extraordinary, Crabtree Only a friend of Sir Peter’s, 

the ball struck a little bronze Shake- then, I presume But, sir, you must have 

speare that stood over the fireplace, heard of his accident 

grazed out of the window at a right Sir Oliver Not a word 

angle and wounded the postman, who 35 Crabtree Not of his being dangerously 

was just coming to the door with a wounded? 

double letter 3 from Northamptonshire Sir Oliver The devil he is 1 

Sir Benjamin My uncle’s account is Sir Benjamin Run through the 

more circumstantial, I confess, but I body — 

believe mine is the true one, for all that 30 Crabtree Shot in the breast — 

Lad\ Sneer -ell [ 4 side ] I am more Sir Benjamin By one Mr Surface — 

interested in this affair than they lm- Crabtree Ay, the younger — 

agine and must have better information Sir Oliver Hey, what the plague* 

[Zai/J You seem to differ strangely in your 

Sir Benjamin Ah, Lady Sneerwell’s 35 accounts, however you agree that Sir 
alarm is very easily accounted for Peter is dangerously wounded 

Crabtree Yes, yes, they certainly do Sir Benjamin Oh, yes, w e agree there 

sav — But that’s neither here nor there Crabtree Yes, yes, I believe there can 

1 /rj Candour But, pray, where is be no doubt of that 
Sir Peter at present? 4.0 Sir Oliver 1 hen, upon my word, for a 

Crabtree Oh, they brought him home, person in that situation he is the most 
and he is now in the house, though the imprudent man alive, for here he comes, 
servants are ordered to deny him walking as if nothing at all was the 

Mrs Candour I believ e so, and Lady matter [Enter Sir Peter hade ~] Odd’s 
Teazle, I suppose, attending him 45 heart, Sir Peter, you are come in good 

Crabtree Aes, yes, and I saw one of time, I promise you, for we had just/ 
the faculty 1 enter just before me given you over 

Sir Benjamin I ley* Who comes here? S11 Benjamin [Aside to Crabtree'] 

2 \ hill near Lton 3 \ letter heavy enough Egad, unele, this is the most sudden 
to require double postage fees 4 Medical pro recov ery * 

fcssion Sir Olivet Whv, man, what do you 
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out of bed with a smallsword through Sir Pete 1 Psha, what signifies asking? 
your body and a bullet lodged in your Do I ever pass a day without my vex- 
thorax? ations? 

Sir Peter A smallsword and a bullet 1 Roller Well, I’m not inquisitive 
{> Sir Ohi.tr Ay 1 Ihese gentlemen 5 SirOlivtr Well, Sir Peter, I have seen 
would have killed you without law or both my nephews in the manner we 
physic, and wanted to dub me a doctor proposed 

to make me an lccomplice Sir Pita A precious couple they are f 

Sir Pitti Win, wh it is all this? Ro tley Yes, and Sir Oliver is con- 

Sir Benjamin We rejoice, Sir Peter, 10 v meed that your judgment was right, 
that the story of the duel is not true and Sir Peter 

are sincerely sorry for your other mis- Sir Oliver Yes, I find Joseph is in- 
fortune deed the man, after all 

J Sir Peter [_ehide J So, so' All ov er the Ro ley Ay, as Sir Peter says, he is a 
town already 15 man of sentiment 

Crabtree Though, Sir Peter, you were Sir Oliver And acts up to the sen- 

certamly v astly to blame to m irry at timents he professes 

your years Ro ili\ It certainly is edification to 

Sir Peter Sir, what business is that of hear him talk 
yours? 20 Sir Oliver Oh, he’s a model for the 

1 /rr Candour Though, indeed, as young men of the age 1 But how’s this. 
Sir Peter made so good a husband, he’s Sir Peter, you don’t join us in your 
very much to be pitied friend Joseph’s praise as I expected? 

Sir Pi It? Plague on your pity, Sir Peter Sir Oliver, we live in a 

+ ma’am 1 I desire none of it 25 damned wicked world, and the fewer we 

Sir Benjamin However, Sir Peter, praise the better 
you must not mind the laughing and Rotley What, do you say so, Sir 
jests vou will meet with on the occision Peter, who were never mistaken m your 
Sir Peter Sir, sir, I desire to be life? 
master in mv own house 30 Sir Peter Psha 1 Plague on you both 1 1 

( labtree ' I is no uncommon cise, see by your sneering you have heard the 
th it’s one comfort whole aff ur I shall go mad among you 1 

Sir Piter I insist on being left to my- Rotley Then, to fret you no longer, 
self \\ ithout ceremony, I insist on your Sir Peter, we are indeed acquainted 
leaving mv house directly 35 with it all I met Lady Teazle coming 

Ur Candour Well, well, we are from Mr Surface’s so humbled that she 
going, ind depend on’t, we’ll make the deigned to request me to be her advo- 
best report of it we cm ^.CvilJ cate with you 

Sir Peter Leave my house 1 Sir Peter And does Sir Oliver know 

Crabtree And tell how hardly you’v e 40 all this? 
been treated £L\it ] Sir Oliver Every circumstance 

Sir Peter Leave my house 1 Sir Peter What? Of the closet and 

Sir Benjamin And how patiently the screen, hey? 
vou be ir it [£vifj Sir Oliver Yes, yes, and the little 

Sir Peter Fiends' Vipers' Furies' Oh, 45 French milliner Oh, I have been v astly 
that their own venom would choke diverted with the story! Ha 1 ha' ha 1 
them 1 Sir Peter ’Twas very pleasant 

Sir Oliver They are very provoking Sir Oliver I never laughed more in 
indeed, Sir Peter [_E liter Ro alley ] my life, I assure you Ah ! ah' ah' 

Ro vlty I heard high words What has 50 Sir Peter. Oh, vastly diverting' Ha! 
ruffled you, sir? ha' ha! 
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Ro th\ To be sure, Joseph with his 
sentiments' Ha' h 1' ha' 

Sn Pitti \ es, ye", his sentiments' 
Ha' In' In' H\ pocritical villain' 

Sn OIk i \y, ind that rogue Charles 
to pull Sir Peter out of the closet' Ha' 
ha' ha' 

Sn Ptltr H 1' ha' ’Twas denlish en- 
tertaining, to be sure' 

Su Oh u Ila' ha' ha' Egad, Sir 1 
Peter, I should like to hate seen your 
fice when the screen was thrown down' 
Ha' ha' 

Sir Peter V es, yes, my face w hen the 
screen was thrown down' Ha' ha' ha' 1 
Oh, I must ne\er show my head again' 
Sir Oluir But come, come, it isn’t 
fair to 1 mgh at you neither, my old friend, 
though, upon my soul, I can’t help it 
Sir Peter Oh, pray don’t restrain your 3 
mirth on my account It does not hurt 
me at all I laugh at the whole affair 
myself Yes, yes, I think being a stand- 
ing jest for all one’s acquaintance a very 
happv situation Oh, yes, and then of a 2 
morning to read the paragraphs about 
Mr S — , Lady T — , and Sir P — w ill be 
so entertaining 

Ro ule\ Without affectation, Sir 
Peter, you may despise the ridicule of 3 
fools But I see Lady Teazle going 
towards the ne\t room I am sure you 
must desire a reconciliation as earnestly 
as she does 

Sir Oku 1 Perhaps mv being here pre- 3 
vents her coming to you Well, I’ll leave 
honest Rowley to mediate between you, 
but he must bring you all presently to 
Mr Surface’s, where I am now return- 
ing, if not to reclaim a libertine, at least 41 
to expose hypocrisy 

Sir Peter Ah, I’ll be present at your 
discovering yourself there with all my 
heart, though ’tis a vile unlucky place 
for discov enes 41 

Ro~vlt\ We’ll follow £E\it Sir Oliver"] 
Sir Pettr She is not coming here, you 
see, Rowley 

Ro de\ No, but she has left the door 
of tint room open, you perceive See, 5c 
she is in te irs 


Si; Pile 1 Certainly a little mortifica- 
tion appears very becoming in a wife 
Don’t you think it w ill do her good to let 
her pine a little ? 

5 Ro thy Oh, this is ungenerous in you' 
Sir Peter Well, 1 know not what to 
think You remember the letter I found 
of hers evidently intended for Ch ides' 1 
Ro r vle\ A mere forgery, Sir Peter, 
o laid in your way on purpose 1 his is one 
of the points w Inch i intend Sn ike shall 
giv e you conv iction of 

Sir Pettr I wish I were onee s itisfied 
of that She looks this w ly Wh it a re- 
5 markably elegant turn of the he id she 
has' Rowley, I’ll go to her 
Ro de\ Certainly 

Sir Peter Though, when it is known 
that we are reconciled, people will laugh 
at me ten times more 

Ro de\ Let them laugh and retort 
their malice only by showing them you 
are happy in spite of it 

Sir Peter I’ faith, so I will' And, if 
I’m not mistaken, we may yet be the 
happiest couple in the country 

Ro de\ Nay, Sir Peter, he who once 
lays aside suspicion — 

Su Peter Hold, Master Rowley' If 
you have any regird for me, never let 
me hear you utter anything like a senti- 
ment I have had enough of them to 
serve me the rest of my life [_E\eunt J 

[SccNr III The library J 

\_Enter Joseph Siujace and Lad\ Sneer- 
-tell ] 

Lad\ Sneer tell Impossible' Will not 
Sir Peter immediately be reconciled to 
Charles and, of course, no longer oppose 
his union with Maria ? The thought is 
distraction to me' 

Joseph S irface Can passion furnish a 
remedy ? 

Lad\ Sneervell No, nor cunning 
neither Oh, I was a fool, an idiot, to 
league with such a blunderer' 

Joseph Surfact Sure, L tdy Sncerwell, 
I am the greitest sufferer, vet you see I 
bear the iccidcnt with e ilmness 
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Lad\ Sueei cell Because the disap- 
pointment doesn’t reach your heart, 
yuui interest only attached you to 
Marn Ilad a ou felt for her what 1 has e 
i for that ungrateful libertine, neither 
your temper nor hypocrisy could pre- 
sent your showing the sharpness of 
your s e\ation 

Joseph Surface But sshy should your 
reproaches fall on me for this disappoint- 1 
ment? 

Lad\ S)ien till Are you not the 
cause of it? Had you not a sufficient field 
for vour roguery m imposing upon Sir 
Peter and supplanting Ins brother but i 
you must endeasor to seduce his ssife 5 
I hate such an as arice of crimes ’ 1 is 
an unfair monopoly and neser pros- 
pers 

Jose ph Surface W ell, I admit I has e a 
been to blame I confess I des lated from 
the direct road of ssrong, but I don’t 
think sse’re so totally defeated neither 

Lad\ Snteritll No? 

l Joseph Surjacc You tell me you has e 2 
1 made a trial of Snake since sse met and 
that you still belies e him faithful to us? 

Lady Snuriell Idobelieseso 

Joseph Smface And that he has 
undertaken, should it be necessary, to 3 
sssear and prose that Charles is at this 
time contracted bv sows and honor to 
your ladyship, sshich some of his former 
letters to sou ssill serse to support ? 

Lad\ Slice riel I This, indeed, might 3 
has e assisted 


of your abilities, only be constant to one 
roguery at a time [_E\it ] 

Joseph Surface I ss ill, I ss ill 1 So* Tis 
confounded hard, after such bad fortune, 
5 to be b uted by one’s confederate in 
es ll \\ ell, at all es ents, my character is 
so much better than Charles’s that I 
certainly — I ley 1 What 1 This is not Sir 
Oliser but old Stanles again Plague 
oon’t that he should return to tease me 
just now 1 I shall hase Sir Oliser come 
and find him here, and— [Enter Sir 
Oliver Surface ] Gad’s life, Mr Stanley, 
sshy hase you come back to plague me 
; at this time? You must not stay now, 
upon mv ssord 

Sir Olner Sir, I hear your uncle 
Oliser is expected here and, though he 
has been so penurious to you. I’ll try 
oss hat he’ll do for me 

Joseph Surface Sir, ’tis impossible for 
you to stay noss , so I must beg — Come 
any other time and I promise you, you 
shall be assisted. 

5 Sir Oliver No Sir Oliser and I must 
be acquainted 

Joseph Surface Zounds, sir 1 Then I 
must insist on your quitting the room 
directly 

o Sir Oliver Nay, sir — 

Joseph Surface Sir, I insist on ’t 1 — 
Here William, shoss this gentleman out 
Since you compel me, sir, not one mo- 
ment — This is such insolence 1 [Going 
5 to push him out 2 [ Enter Charles Sur- 
face ] 


Joseph Surface Come, come, it is not Cliailei Heyday 1 What’s the matter 
too late yet [A nod ing at the door J But now? What the devil? Hase you got 
hark' This is probably mv uncle, Sir hold of my little broker here 1 Zounds, 
Oliser Retire to that room, sse’ll con- 40 brother, don’t hurt little Premium 
suit farther svhen he is gone What’s the matter, my little fellow? 

Lad\ Sneenell Well, but if he should Joseph Surface So, he has been svith 
find you out, too? you too, has he? 

1 Joseph Surface Oh, I have no fear of Charles To be sure, he has Why, he’s 
'that Sir Peter svill hold his tongue for 45 as honest a little — But sure, Joseph, you 
his ossn credit’s sake And you may have not been borrosving money too, 
depend on it I shall soon discover Sir have you? 

Oliser’s sveak side Joseph Surface Borrosving? No' But, 

Lady S neer^vi ll. I have no diffidence 1 brother, you knosv sve expect Sir Oliver 

50 here every — 

Charles: O Gad, that’s true' Noll 


1 Doubt. 
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mustn't find the little broker here, to be Sir Oliver: Sir Peter, my friend, and 
sure! Rowley, too, look on that elder nephew 

Joseph Surface: Yet Mr. Stanley in- of mine. You know what he has already 
sists — received from my bounty; and you know 

Charles: Stanley! Why his name’s 5 how gladly I would have regarded half 
Premium. my fortune as held in trust for him. 

Joseph Surface: No, sir, Stanley. Judge then my disappointment in dis- 

Charles: No, no. Premium! covering him to be destitute of faith, 

Joseph Surface: Well, no matter charity, and gratitude! 
which, but — 10 Sir Peter: Sir Oliver, I should be more 

Charles: Ay, ay, Stanley or Premium, surprised at this declaration if I had not 
'tis the same thing, as you say; for I myself found him to be mean, treach- 
suppose he goes by half a hundred erous, and hypocritical, 
names besides A. B. at the coffee-house. Lady Teazle: And if the gentleman 
[Knocking.] 13 pleads not guilty to these, pray let him 

Joseph Surface: ’Sdeath, here’s Sir call me to his character. 

Oliver at the door! Now, I beg, Mr. Sir Peter: Then, I believe, we need 
Stanley — add no more. If he knows himself, he will 

Charles: Ay, ay, and I beg, Mr. Pre- consider it as the most perfect punish- 
mium — 20 ment that he is known to the world. 

Sir Oliver: Gentlemen — Charles: [Aside.] If they talk this way 

Joseph Surface: Sir, by heaven, you to honesty, what will they say to me, 
shall go! by and by? 

Charles: Ay, out with him, certainly! Sir Oliver: As for that prodigal, his 
Sir Oliver: This violence — 25 brother there— 

Joseph Surface: Sir, ’tis your own Charles: [Aside.] Ay, now comes my 
fault. turn. The damned family pictures will 

Charles: Out with him, to be sure! ruin me! 

[Both forcing Sir Oliver o«i.J [Enter Joseph Surface: Sir Oliver — uncle, will 

Sir Peter and Lady Teazle, Maria, and 30 you honor me with a hearing? 

Rowley.] Charles: [Aside.] Now, if Joseph 

Sir Peter: My old friend, Sir Oliver — would make one of his long speeches, I 
Hey ! What in the name of wonder? Here might recollect myself a little, 

are two dutiful nephews! Assault their Sir Oliver- [To Joseph]] I suppose you 
uncle at a first visit! 35 would undertake to justify yourself en- 

Lady Teazle: Indeed, Sir Oliver, 'twas tirely? 
well we came in to rescue you. Joseph Surface: 1 trust I could. 

Rowley: Truly it was, for I perceive, Sir Oliver: [To Charles.] Well, sir, and 
Sir Oliver, the character of old Stanley youcouldjustifyyourself,too,Isuppose? 
was no protection to you. 40 Charles: Not that I know of, Sir Oliver. 

Sir Oliver: Nor of Premium either. Sir Oliver: What? Little Premium has 
The necessities of the former could not been let too much into the secret, I 
extort a shilling from that benevolent suppose? 

gentleman; and, now, egad, I stood a Charles: True, sir; but they were 
chance of faring worse than my an- 43 family secrets and should not be men-' 
cestors and being knocked down with- tioned again, you know, 
out being bid for. Rowley: Come, Sir Oliver, I know you 

Joseph Surface: Charles! cannot speak of Charles’s follies with 

Charles: Joseph ! anger. 

Joseph Surface: ’Tis now complete! 50 Sir Oliver: Odd’s heart, no more I can, 
Charles: Very! nor with gravity either. Sir Peter, dc 
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Marion. But Bunny, tow ran J pos- 
sibly leave you out? 

nolan. You must, that’s all! 


' " ™ wc a ia ttNl'br 

right). I don’t care what the adver- 
tisements say about ray story— I know 
what I’m writing . . . 

nolan. Fm sorry. 


mahjon. But how can I? You were 
too important— think erf the rfile you 
played in my life. By your own con- 
fession, Bunny darling, you — you 
started me. That's a good idea for a 
chapter heading, isr?t it? “Bunny 
Starts Me." I must put that down. 

nolan. This is no joke, Marion. 
(With menace) I warn you . . . 

marion. Wam me! Let me under- 
stand you. Are you seriously asking 
me to give up an opportunity like 
this just because . . . 

nolan (rises and gets dawn from 
the model stand. Speaks with brutal 
command). Opportunity! Cheap ex- 
hibitionism! A chance to flaunt your 
affairs in a rag like this. (Indicating 
magazine on piano ) I won't be drawn 
into it. I can tell you that! (He is 
in a towering rage!) 

marion ( after a pause). I know that 
by your standards, Bunny, I'm a loose 
character. But there ate other stand- 
ards, there just are. 


marion. That’s all right. (But this 
has gone pretty deep.) 

nolan (after a pause). It you're do- 
ing this for money— ( She turns and 
watches him) I know you've been 
pretty hard up— I promise you I’ll 
get you commissions enough to more 
man make up for this story. I was 
talking about you only the other day 
to my prospective father-in-law. He's 
a big man, you know. I am sure I 
can get him to sit tor you . . . 

marion. The tip isn’t big enough. 

NOLAN ( scared now that he sees the 
extent to which he has hurt her) 
Marion! . . . 

marion. It amuses me to write my 
life. I am pleasure-loving — you know 
that— I will therefore pass up the 
opportunity of painting your big 
fatner-in-law. I will even give up the 
pleasure of painting you. And we can 
part friends, then, can’t we? (She 
reaches ottt her hand to him) Good 
bye. Bunny. 


nolan (crosses to center-drops nolan (devastated). Marion— you 
magazine on model stand). Not in can’t do this to me— you can't send 
T ennes see! me away like this . . . 


marion (rises). I’m afraid you’re 
provincial, Bunny. 

nolan. Tm sorry. 

marion (takes off her smock, crosses 
to small table down right, gets her 


marion. I don’t think I’ve ever in 
my life had a vulgar quarrel with 
anyone. This is the nearest I’ve come 
to it. I’m a little annoyed with you 
for that. I think it’s better we part 
now while we can still do so with 
some— dignity. Shall we? 
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Sir Peter Hey 1 Not for her last wish? 
Lady Teazle Oh, no' 

Sir Oliver Well, sir, and what have 
you to say now ? 

Joseph Sin face Sir, I am so con- 
founded to find that Lady Sneerwell 
could be guilty of suborning Mr Snake 
in this manner to impose on us all that 
I know not what to say However, lest 
her revengeful spirit should prompt her 
to injure m\ brother, I had certainly 
better follow her directly [JEailJ 
Sir PeUr Moral to the last drop' 

Sir Oliver \y, and marry her, Joseph, 
if you can Oil and vinegar' Egad you’ll 
do aery aaell together 

Ro-jile\ I believe ave haae no more 
occasion for Mr Snake at present 5 
Snake Before I go, I beg pardon 
once for all, for whatever uneasiness I 
haae been the humble instrument of 
causing to the parties present 

Sir Peter Well, aaell, you haae made 
atonement by a good deed at last 
Snake But I must request of the 
company that it shall never be known 
Sir Peter Hey' What the plague' Are 
you ashamed of having done a right 
thing once in jour life 5 

Snake Ah, sir, consider I live by the 
badness of my character I haa e nothing 
but my inf imy to depend on, and, if it 
were once known that I had been be- 
trayed into an honest action, I should 
lose every friend I have in the world 
Sir Ohecr Well, well, ave’ll not tra- 
duce you by saying anything in your 
praise, never fear \_E\it Snake J 

Sir Piter There’s a precious rogue' 
Lad\ Teazle See, Sir Oliver, there 
needs no persuasion now to reconcile 
your nephew and Maria 

Sir Oliver Ay, ay, that’s as it should 
be, and, egad, ave’ll have the wedding 
tomorrow morning 

Charles Thank you, dear uncle 
Sir Peter What, you rogue' Don’t 
you ask the girl’s consent first f 

Charles Oh, I have done that a long 
time — a minute ago, and she has looked 


Maria For shame, Charles' 1 protest 
Sir Peter, there has not been a word — 
Sir Ohort Well then, the fewer the 
better May your loa e for each other 
S never know abatement' 

Sir Peter And may you live as hap- 
pily together as Lady Teazle and I in- 
tend to do' 

Charier Rowley, rrfy old friend, I am 
10 sure a ou congratulate me, and I suspect 
that I ow e you much 

Su Oh er \ ou do, indeed, Charles 
Rn de a If my efforts to sera e you had 
not succeeded, you would have been m 
15 my debt for the attempt, but deserve to 
be happy and you overpay me' 

Sir Peter Ay, honest Rowley always 
said you aa ould reform 

Charles Why, as to reforming, Sir 
20 Peter, I’ll make no promises, and that I 
take to be a proof that I intend to set 
about it But here shall be my monitor, 
my gentle guide Ah, can I leave the 
virtuous path those eyes illumine'’ 

25 Though thou, dear maid, shouldst waive 
thy beauty’s savay, 

Thou still must rule, because I will obey. 
An humble fugitive from Folly view. 
No sanctuary near but love and you 
30 [_To the audience ] 

You can, indeed, each anxious fear re- 
move. 

For even Scandal dies, if you approve' 


EPILOGUE 
By Mr Colmvn 
Spoken by Lady Teazle 
40 I, vvho was late so volatile and gay, 
Like a trade-wind must noav blow all 
one way. 

Bend all my cares, my studies, and my 
voavs, 

45 To one dull, rusty weathercock, — my 
spouse' 

So wills our virtuous bard, — the motley 
Bayes 5 

Of crying epilogues and laughing plays' 
50 Old bachelors who marry smart young 
aa la es 
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Learn from our play to regulate your 
lives, 

Each bring his dear to town, all faults 
upon her, — 

London will pro\e the \ erj source of 
honor 10 

Plunged f urly in, like a cold bath it sen es, 
When principles rel ix, to hrace the 
ntr\ es 

Such is mv case, and jet I must deplore 
That the gaj dre ini of dissipation’s o’er 
And say, ye fur, was e\er lively wife, 
Born with a genius for the highest life, 
Like me untimelj blasted in her bloom, 
Like me condemned to such a dismai 
doom 1 ' 18 

Save money, when I just knew how to 
waste it 1 

Leave London, just as I began to taste 

it 1 

Must I then watch the early-crowing 
cock, 

The melancholy ticking of a clock, 

In a lone rustic hall forever pounded, 1 
With dogs, cats, rats, and squalling 
brats surrounded ? 24 

With humble curate can I now retire, 
(Whde good Sir Peter boozes with the 
squire) 

And at backgammon mortify my soul, 
That pants for loo or flutters at a vole' 1 2 
Seven’s near the main' 3 Dear sound 
that must expire, 

Lost at hot cockles 4 round a Christmas 
fire 30 

1 Confined in a pound s Loo, a game of 
cards, in which a vole was the taking of all 
the tricks 3 The ‘ point to be thrown in a 
game of dice, to throw seven was, of course, 
to lose 4 An old game 


The transient hour of fashion too soon 
spent, 

Farewell the tranquil mind, farewell 
content 1 J 

Farewell the plumed head, the cush- 
ioned tete, 

That takes the cushion from its proper 
seat! 

1 hat spirit-stirring drum 1 Card drums, I 
mean, 35 

Spadille, odd trick, pam, basto, king and 
queen 1 

And j ou, > e knockers that with brazen 
throat 

The welcome visitors’ approach denote, 
Farewell all quality of high renown. 
Pride, pomp, and circumstance of glori- 
ous town I 40 

Farewell 1 Your revels I partake no 
more, 

And Lady Teazle’s occupation’s o’er 1 
All this I told our bard, he smiled and 
said ’twas clear, 

I ought to play deep tragedy next 
year 

Meanwhile he drew wise morals from 
his play, 45 

And in these solemn periods stalked 
aw ay — 

“Blessed were the fair like you, her 
faults who stopped, 

And closed her follies when the curtain 
dropped 1 

No more in v ice or error to engage 
Or play the fool at large on life’s great 
stage ” 50 

0 Compare the passage which begins here 
with Othello, III, 111, 347-357 


NOTES ON THE SCHOOL FOR SCANDAL 

At the beginning of the play we suggested two methods of approach to the 
problem offeied by Sheridan first, a comparison of him with Wilde, second, 
an examination of The School for Scandal with especial reference to the 
sentimental style of comedy which was very influential at the time Though 
the two methods constantly overlap, we may for the sake of convenience 
attempt a partial separation of the two In making comparisons, also, we 
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may profitably include Plautus and other dramatists within the field of 
comparison. This two-way comparison should be enlightening. 


I. SHERIDAN AND OTHER DRAMATISTS: 

STRUCTURE AND MECHANICS 

Though we have spoken of both the Wilde and the Sheridan plays as 
satirical comedies, a little examination will reveal considerable .difference 
between them. Wilde, as we saw, is primarily concerned with the conflict 
between society and a woman who has violated society’s rules; in com- 
menting on that conflict, he found that it suited his purpose to view society 
with a satirical eye. His satire, then, occupies a secondary position, although 
it appears throughout a large part of the play. Sheridan, on the other hand, 
clearly begins his play, and develops the greater part of it, with a satirical 
intention: most of the first two acts are concerned with the society whose 
vices he primarily intends to ridicule. His satire — at least initially — isin 
the foreground. 

Theme and Form. As a result, Sheridan makes a different selection and 
arrangement of his basic materials from that which Wilde adopts: as a 
writer whose primary intention is satirical, he sets up a much sharper con- 
trast among characters than does Wilde. Wilde’s initial contrast of the 
social “ins” and the social “outs” becomes rapidly dissolved into a picture 
of humanity in which the distribution of moral and intellectual qualities 
takes no account of who is in and who is out. But Sheridan’s primary ar- 
rangement of his characters into the “good” and the “bad” holds through- 
out the play, as it must do in an atmosphere in which satire is dominant. 
On the one hand we have the “villains” — the various gossips with their 
special abilities, and Joseph Surface, the hypocrite. (We can easily see to 
what extent Sheridan has used exaggeration, which is a regular part of the 
technique of satire, in his presentation of these people.) On the other hand 
we have Maria, the honest, decent person who sees through the gossips; 

. Lady Teazle, who, at first deceived by the gossips, later is enlightened and 
helps satirize them; Sir Peter, whose role is approximately that of innocent 
bystander; and Charles, who is directly contrasted with Joseph. The other 
characters are essentially outside the main conflict, which they serve to 
comment upon or to judge. The management of the “good ” people and the 
commentators sheds further light upon the technique of satire. One notices 
that all the “good” characters are in one way or othei, at one time or 
, another, victims of the “bad” characters; this is a standard satirical device, 
since our sympathy with the victims always strengthens our detestation of 
the victimizers. As for the observers or commentators, they also serve to 
heighten the point the author is making. (Wilde, by the way, makes use 
of no such characters. Sheridan perhaps felt that his point needed the addi- 
tional strengthening which such a device would give.) 

Characterization. What we have said so far suggests that Sheridan has 
depended somewhat upon the hard-and-fast segregation of characters nm 
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good and bad which we associate with melodrama. There are indeed such 
resemblances to melodrama. Sheridan, of course, obviously tries to secure 
a redeeming complication of character; in a sense he starts out by saying 
that his characters “are not what they seem.” Joseph seems a thoughtful, 
generous, honest “man; he is actually the opposite. Charles seems an ir- 
responsible and loose-lived playboy; but he turns out to possess a redeem- 
-ing generosity and candor. Thus in one sense both men are complex. Yet 
as we go further we realize that this complexity of character is somewhat 
synthetic: Joseph’s “good” side is entirely imaginary, and Charles’s “bad” 
side is insignificant. One is plain bad, the other good. Actually, therefore, 
it appears that Sheridan’s characters are conceived at a less mature level 
f than Wilde’s. In Wilde’s play, for example, neither Lady W. nor Mrs. Er- 
’ lynne is wholly justified. In a crude paraphrase of the play such as we have 
made here, of course, Sheridan is likely to sound worse than he is; in the 
full play, the naivete implied by this blueprint is to a considerable extent 
overcome by Sheridan’s wit and suavity. But our oversimplified blueprint 
is justified if it allows us to see how he achieves his effects — and in spite of 
what handicaps. 

Focus. Notice how Sheridan, with almost twice as many characters as 
Lillo used in Barnwell, keeps them much better in hand than Lillo. Most of 
what happens is centered in the actions of Joseph and Charles, from whom 
. our attention is not led astray at inopportune moments. The two brothers 
1 even provide most of the materials for the gossips, who are related to the 
intention of the play in a far more integral manner than are Barnwell’s 
friends in the Lillo play. On the other hand, we notice that Sheridan is not 
quite so successful as Wilde in subordinating everything to the principal 
characters. He is very fond of complications that have a way of getting out 
of hand and befogging the central issues. Joseph is engaged in a variety 
of pursuits which constantly need clarifying (see for instance, his speech 
which closes Act II. ii); Lady Sneerwell’s implausible passion for Charles 
is an avoidable excrescence; the Teazles tend to get too much into the 
■'limelight; Sir Oliver, Stanley, Moses, and Trim extend our interest in still 
other directions. Yet this tendency, it must be remarked, is less of an 
esthetic handicap than it would be in tragedy, which by its nature requires 
unremitting attention to the mind and soul of the protagonist. Comedy, 
as we have seen in our analysis of Wilde’s play, is concerned primarily with 
the operations of society; therefore, having less need of intensity and 
> depth, it can risk a greater spread of interest than can tragedy. 

Sheridan and Farce. When we compare Sheridan’s play with that of 
..Plautus, certain obvious differences emerge: Plautus, as we have seen, 
r keeps our attention focused on the confusion and hurly-burly, whereas 
Sheridan focuses our attention on character. As we move from plays in 
which farce-elements predominate to those which more truly deserve the 
name of comedy, we ascend into the realm of meaningfulness. For example, 
compare the marital troubles of Menaechmus with those of the Teazles. 
The former result from a mistake and mean nothing; the latter provides an 
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index to the social life which Sheridan is satirizing. Sheridan does not ask 
us to feel amused simply because a husband and wife quarrel with each 
other; the quarrel is amusing, to be sure, but it is amusing, finally, because 
it reflects the characters of the two people and the nature of the society 
which influences them. 

To illustrate with another comparison, consider the “screen scene” 
(IV. iii), which on the face of it certainly depends a good deal on physical 
or external situation, that is, upon Plautus’s own favorite device. Sheridan, 
it is true, has made some effort to prepare for the various calls upon Joseph 
(can you find the evidence?). Yet the fact remains that he has to depend 
heavily upon coincidence (i) to get Lady Teazle, Sir Peter, and Charles 
all present in the right order; (2) to get Joseph out; (3) to bring Joseph in \ 
again at the climactic moment. Yet the scene as a whole is highly success- 1 * 
ful — and on the level of comedy rather than that of farce. It will be in- 
teresting to try to see why. The wit of the Joseph-Lady Teazle scene, for 
one thing, serves to keep us conscious of characters and ideas rather than 
of physical movements and, so to speak, of scene-shifting; that is, there is 
a minimum of emphasis on the mechanics involved in contriving the scene, 
and our attention is rapidly focused on the scene itself. But what serves 
more importantly to “save” the scene is its symbolic value: rhe scene 
becomes a perfect embodiment of Joseph's basic duplicity, of his being all 
things to all men. That is, it is meaningful; it is more than an artificial device 
meant to bring about the sort of farcical surprises and confusion upon 
which Plautus depends. Furthermore, development within the scene, the 
movement forward, are the result of the direct interaction of the charac- 
ters, not, as in some other parts of the play, of a third person’s plotting. 
Charles’s accusations of Joseph follow quite naturally upon Joseph’s 
remarks to him about Lady Teazle; these accusations compel Joseph to 
confess that Sir Peter is in hiding; Charles’s high spirits and sense of 
humor account plausibly for the disclosure of Sir Peter. Thus, Sheridan 
has logically and plausibly brought about the situation necessary for the 
climax of the scene. And that climax comes through the character of Sit*-- 
Peter rather than through some mechanical device. Finally, any feeling 7 
we might have that all this is contrived is pretty w T ell submerged in out 
awareness of the admirable succession of ironies; Sir Peter’s inconsistent!) 
being willing to forgive an irregularity and then discovering something he 
can’t forgive; his wanting to play a trick on Joseph but actually bringing 
pain to himself; Joseph’s being found guilty of what Charles was suspected 
of. Plautus’s farce — and indeed farce in general — fails to make use of such 
dramatic irony. < 

In fact, by virtue of its symbolic significance, Sheridan’s scene is probably 
more effective than the corresponding scene in Act III of Lady Winder- 
mere’s Fan. For Wilde’s scene, as we have said (see p. 64), stresses rather 
the threat of discovery than presentation of character . v 

Melodramatic Tendencies. We have seen, however, that Sheridan does 
exhibit some tendency to use the devices of melodrama. In one respect, for 
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instance, he works like Plautus he depends rathei heavily upon the dis- 
covery of certain matters of fact In the scieen scene itself theie is a rather 
mechanical disclosuie of inhumation — foi instance, that about bir Peter’s 
deed to his wife Faice and melodrama are always fond of such “dis- 
" covenes ” The tendency to iely upon discovenes, the manipulation of wills 
and deeds, and the like, natuiallv leads away from chaiactei and away, 
indeed, fiom the dnect mteiaction or conflict of chaiactei Exen in The 
School foi Scandal, for all of its admirable quality, this distiaction occurs. 
The issue between Chailes and Joseph is not really settled by a senes of 
clashes between them comparable to the series of meetings between Mrs. 
Elly nne and Lady Windermeie, especially to that in Lord D ’s rooms, though 
. they do meet, of couise, the conflict is settled laigely by the simple decision 
of the uncle, an outsider He makes certain discoveries of fact — examines 
the boys’ repoit cards, as it weie — and decides who gets the money Now, 
though Sheridan is able to mitigate the crudeness of procedure stiessed by 
this paraphiase, to mitigate it bv the wit and satincal impact of the last 
act (just as he succeeds in mitigating the dependence on sheer coincidence 
in the scieen scene), we should not lose sight of what he is doing Foi is not 
Shendan, after all, resorting to the aid of the old dens ex machina (see 
Glossary) of melodiama ? We should note, too, that this convenient savior 
first comes in disguise — a standard expedient of melodrama x 

To say that there are melodramatic elements in The School foi Scandal is ^ 
1 not, of course, finally to condemn the play But it should indicate that the 
authoi tends to do things superficially rather than profoundly Foi it is 
very easy indeed to have a character like Sir Oliver who not only gets 
eveiything straight but also has the power to set eveiy thing straight It is 
ceitainly easier for the dramatist to do this than to let the chaiacters, as it 
were, fight it out among themselves, and to have the outcome determined 
entirely by the clash of then minds and personalities It would be finer 
drama still to indicate the inner development of the chaiactei s as a result 
of the impact of circumstances and conflict upon them When we consider 
these possibilities, we can see that bheridan’s way of settling matters by 
an easv, exteinal device such as the winning of a legacy does not really 
settle them at all but rather tends to evade the real issue 

In Wilde’s play, on the other hand, we have seen that matters of fact 
(for instance, Mrs Eilynne’s identity) are subordinated to matters of 
understanding (the matter of Mrs Erlynne’s character and peisonality). 
Wilde offers us direct clashes between Mis Erlynne and the Windermeres. 
There is no know-it-all and fix-it-all, there is no easy way out, no master 
solution There is greater complexity, better dramatic logic This is not to 
’*'*fcay, of couise, that Wilde always sticks to the strait and nairow path of 
chaiactei-dehneation As we have seen, he definitely tends, in his third Act, 
to deviate from his study of Lady Windeimere to a “rescue” of Lady 
Windermeie, so that the effects are precisely those of melodrama (the 

* The student should consult, in Appendix A, the analysis of Morton’s Speed the Plough, 'a. 
play which exemplifies the use of typical devices of melodrama 
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situation is not unlike Sir Oliver’s rescue of Charles). But Wilde does finally 
pull the play back into line, and the final note is upon Lady Windermere’s 
growth in wisdom. Mrs. Erlynne comes out comfortably enough: at least 
she is not punished. But Sheridan tends to justify one side completely 
(except for a casual renunciation of his former conduct by Charles) and 
to reject the other completely. 

Despite, however, some reliance on melodramatic method, Sheridan is 
much less crude than he might be; if Sir Oliver is the deus ex machina, he is 
at least not used to mystify and surprise us. His arrival is prepared for in 
I. i; and, as a matter of fact, the announcement functions ironically in that I 
Joseph refuses to believe a report which might have helped him a good 
deal. Here Sheridan certainly relinquishes a standard privilege of melo- \ 
drama. He actually takes us backstage with Sir Oliver and lets us relish A 
the ironic situations into which Sir Oliver puts other people. An author 
content with mere melodrama would keep us in the dark; Sheridan strives 
for illuminating ironies. The former is content to shock; the latter wants to 
enlighten. Here the constant wit is his ally; it suggests mental alertness in 
the characters rather than the mere susceptibility to sensational effect 
characteristic of melodrama. 


Another similarity to melodrama, yet with a difference, is Sheridan’s 
Rowley — a too-easy stage standby, the old-faithful servitor, who sees all, 
hears all, knows all, and arranges all; he comes from what is called “intrigue 
comedy” — a kind of comedy of situation. When Rowley enlightens Oliver 
on the Surface situation (II. iii) or Sir Peter on his wife’s change of heart 
(V. ii), Sheridan is really avoiding the problem — and the more probable 
situation — of having characters acquire essential knowledge the hard way, 
by themselves (note the means by which Lady Windermere comes to 
understand Mrs. Erlynne: there is no intermediary). That would take more 
effort and skill, and the tone would be less trivial. But though Sheridan 
takes the easy way, he is still unwilling to depend wholly on the easy, but 
essentially undramatic, way: Sir Oliver does go on to make his own tests, 
however thorough or valid these tests may or may not be. 


1 


2 . sheridan’s attitude: theme: the 

SENTIMENTAL TENDENCY 


The latter half of the play is concerned with the means by which Sir 
Oliver tests and judges his nephews, that is, with his conception of good 
and bad conduct. Hence we must consider what the action implies about 
the author’s point of view. This subject will bring us, also, to a considera- 
tion of the second general point which we mentioned at the beginning or 
this discussion, namely, Sheridan’s relationship to the sentimental drama 
which was very popular in his day. 

So far we have been considering Sheridan’s dramatic methods. What 
has been already implied in most of this discussion is the fact that he is 
writing social satire. When we say this, we automatically say something 
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about his point of view: Sheridan is discerning enough to detect, beneath 
the accepted normal conduct 'of society, a pettiness, vindictiveness, and 
hypocrisy which he finds deserving of satire. In his satire of Joseph we must 
note the especial use he makes of Joseph’s “sentiments” — the point at 
which he first runs counter to what may be called the “sentimental tradi- 
tion.” These sentiments are generalized statements implying a strong sense 
of duty or propriety in the speaker; in the drama of the period which 
stressed edification, this kind of speech was frequently uttered by the 
characters meant to be admired. (We have already noticed the tendency 
in The London Merchant.) In giving such speeches to a hypocrite, there- 
fore, Sheridan is obviously having a little fun with the sentimental tradi- 
tion (Lady Sneerwell calls Joseph a “sentimental knave”). We can go on 
to look for other influences of that tradition. 

Let us see what Sheridan has to say when he is speaking positively rather 
than negatively. A convenient introduction to the subject lies in the way 
Sir Oliver expresses his approval or disapproval. 

Sir Oliver’s Reward. Sir Oliver says, first of all, that if Charles pleases 
him, he will “compound for his extravagance” (II. iii). Charles has been 
counting on Sir Oliver’s money (III. i, III. iii). Act III is almost entirely 
concerned with pecuniary matters. Twice again Sir Oliver speaks of pay- 
ing Charles’s debts (IV. ii, V. i), and he implies that Joseph is going to be 
cut off without a shilling (V. iii). So, although the final note is one of happy 
love, the major issue— hypocrisy — is dealt with largely in terms of monetary 
loss and gain. Now the effect of this is to give a tone of triviality which all 
the wit and satirical insight cannot quite obscure. If, as we are bound to 
feel, the author can think only in terms of a money reward, can we take 
his judgment of human values very seriously? Is he at the level of comedy 
of character or of farce (like the Menaechmi), where everything depends on 
changes in external situation? Again, what conception of human excellence 
is it that can be adequately expressed in terms of a pounds-and-shillings 
pay-off? It might be argued that we are taking the matter of inheritance too 
literally and that this inheritance should be regarded only as symbol. But 
we should have to reply that it is the wrong kind of symbol; it can denote 
only a trivial, commercial view of life. Further, it is doubtful whether the 
acquisition or loss of money, unless it represents an act of will, can sym- 
bolize an inner condition at all. As used in this play, the money simply 
shows the attitude of another person (Sir Oliver), who may or may not 
be right. 

The Treatment of Charles. That brings us to the distinction between the 
brothers. In Joseph, Sheridan presents his belief that the proprieties and 
conventions may conceal very bad behavior; in Charles, that the absence 
of the conventional virtues may not mean the absence of such real virtues 
as candor, honesty, “goodness of heart.” 

In his presentation of Charles, Sheridan shows his method of dealing 
with a problem thatconfronts every satirist: the need of presenting, directly 
or by suggestion, his conception of the positive good from which the satire 
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works (consider, for instance, the passages in which the authors of two 
famous satires, Swift’s A Modest Proposal and Pope’s The Rape of the Lock , 
indicate what they think are sound values for the societies which they 
ridicule). Unless he makes some such indication, the author may seem to 
present a despairing or cynical view of a wholly vicious world. He needs a 
foil of some kind; it is the main source of his dramatic tension. In dealing 
with the gossips Sheridan finds his foil in Maria, who is truthful and sen- 
sible; and Sir Peter makes a significant speech insisting on the relationship 
between wit and good nature (II. ii). But in dealing with Joseph, Sheridan 
not only finds a foil in Charles’s honesty and unpretentiousness, which 
would do all that is needed; but he also goes on to give Charles a “good 
heart,” which shows itself in fine feelings and generous actions. This appears 
especially in his generosity to “Stanley .” Is this convincing? Or does it seem 
that the author is manipulating matters to create a sharp, high-lighted con- 
trast with Joseph? Does not this bring us to the verge of comedy of situa- 
tion? Further, does not this bring us very close to sentimental comedy? 
Consider the following matters: 

1. In showing Charles’s generosity and his final “reform,” the author 
is directly displaying what is admirable, what is “virtuous,” rather than 
keeping our attention upon what is ridiculous. Joseph becomes second- 
ary to Charles, instead of Charles’s being secondary to Joseph, as satire 
demands. Now this is precisely the pattern of sentimental comedy. Or, to 
put it in another way, we might say that this is a case of comedy’s get- 
ting out of its relativistic world and endeavoring to make ethical pro- 
nouncements of a sort that are esthetically satisfactory only in the wholly 
different atmosphere of tragedy (see the section entitled “The Nature of 
Comedy” in the analysis of Wilde’s play). Though this whole point may 
be very concisely stated, it should not be underemphasized, for it goes to 
the heart of the sentimental comedy that has flourished from Richard 
Steele in the eighteenth century to Saroyan in the twentieth: we are asked 
to admire the good rather than laugh at the bad. In its worst forms this 
method leads us into a very simple view of life: “Just see how good the 
world is after all.” When we speak of a thing as “sentimental” we always 
mean, among other things, that it treats matters in entirely too simple a 
way. 

2. In using this pattern, Sheridan is appealing less to the audience’s 
sense of the laughable, less to their good sense, we might say, or, as the 
eighteenth century would have said, to their “judgment,” than to their 
feelings, to an unconsidered emotional relish of kindness and good-hearted- 
ness. This is the psychological pattern that sentimental comedy follows. 
In its least restrained form this method results in simply pointing out de- 
lightful examples of kindness and goodheartedness and in rejecting any 
complexities that might interfere with the zestful inhaling of the fragrance 
of the examples. It is possible, indeed, that most sentimentality functions 
in this way. Notice that, like farce, it demands that the reader respond to 
situations in a very naive way. 
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3. Finally, notice that Sheridan makes Charles’s good actions come not 
from his reason and will, or from any training or discipline of which we are 
aware, but simply, from his feelings, which, we must assume, are a sort 
of natural gift that functions autonomously. For, though this may seem 
’ rather surprising to the reader, the evidence suggests that Sheridan actually 
distrusts reason and finds the “good heart” a safer guide to action. Notice 
that it is Joseph who possesses powers of reason, not Charles; and that 
Sheridan makes Joseph use his reason entirely as an aid to selfish and 
acquisitive designs. Thus Sheridan says, dramatically, that reason is un- 
trustworthy; conversely, by endowing Charles with feelings that on the 
whole lead him to pleasing and generous conduct, he demonstrates his 
conviction that feelings may be relied on in the conduct of life. This is 
* what is often called sentimental ethics — which, as we have already seen, 
tends to interfere with proper comic effects fthis aspect of the play should 
be compared with Congreve’s Way of the World, which does not make a 
point of admiring, and finding goodness in, unreasonableness). Now when 
an author implicitly sets forth a code of conduct, he naturally invites us 
to consider the quality of his thought, its thoroughness. We need not at- 
tempt, of course, to give a final answer to the question : Are the feelings a 
trustworthy guide to conduct? The problem is one of vast philosophical 
extent. But we may ask how the quality of the thought affects the play, 
and whether Sheridan’s theme is convincing in terms of the play. Con- 
t rider Charles’s gift to Stanley; suppose, for the sake of argument, that it is 
plausible. Still, is it enough to indicate that Charles is fundamentally a 
well-conducted person ? Is an act of charity a guarantee of general decency? 
Does it compensate adequately for other failures in conduct? Or is it a 
pleasant gesture misleading us to draw a general conclusion which the 
evidence will not support? Is it not possible even to argue that Charles’s 
gesture is a piece of self-deception, and that what appears as generosity 
rnav actually be prompted by a relish of sensation which might just as well 
lead him into conduct less admirable from a conventional point of view? 
.' What about the feelings which led Charles to spend all his time in drinking 
and gambling and getting into debt? Is it not highly likely, also, that these 
feelings would prompt the addition of women to a party which, as the play 
is written, is so conspicuously restricted to the enjoyment of only wine and 
song? By omitting this subject — and consequently all the complications to 
which it might lead — Sheridan, we may feel, is taking an overly simple view 
of his subject. As for the drinking and gambling, we should of course not 
be unduly solemn about them and treat them as though they were irrevoc- 
ably vicious. That is not the point. The point is that Charles relies on his 
^feelings, which for a long time have kept him immersed in youthful follies: 
will they be easily changed or eradicated ? Will no restraint, no element be- 
sides pleasant feelings, be necessary ? Might we not expect to find the habit 
of youthful follies very strongly upon him ? And the happy outcome of his 
escapades leading him to feel that he should go right on with youthful fol- 
lies? Is Sheridan, then, unconsciously whitewashing Charles? 
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Aside from his generosity to Stanley, Charles proves his quality only by 
refusing to sell Sir Oliver’s picture. But is not Sir Oliver rather hasty in 
reaching conclusions? Is not this actually a case of a “sentiment” as evi- 
dence of general probity? Might not Sir Oliver just as reasonably disinherit 
Charles because Charles rudely pushes him out in Act V. iii? In fact, it 
appears that Sheridan actually set up, but failed to use, a good opportunity 
to satirize Sir Oliver also. 

One of Charles’s key speeches is the next-to-last in A.ct IV. i, where he 
praises Generosity and disparages Justice. Charles’s rather flattering pic- 
ture of himself, plus his eagerness “for hazard,” may leave us in some doubt 
about his deserving great plaudits. And will his thinking bear examination? 

It happens that just about a decade before the play, Goldsmith had written , 
The Good-Natured Man, a play which provides some very shrewd commen- 
tary on just this theme of Generosity vs. Justice. Goldsmith’s hero is also 
in trouble — but because of his good heart (and lack of sense) and not in 
spite of it: and he is also rescued, not because of his good heart, but in spite 
of it, and upon his recognition that good sense is an important ingredient 
in adult behavior. 

So even in his satire of sentimentalism Sheridan is not wholly able to 
escape its effects. It influences him just enough to prevent his treating the 
subject with completeness and maturity. On the other hand, he is by no 
means victimized by sentimentalism; even in the Charles-Joseph action 
there is so much wit that some of the less successful parts are concealed. The 
appeal of Charles’s witty gaiety is strong, and Joseph’s wit prevents his 
being the tritely sinister melodrama-villain. Notice his attempted seduc- 
tion of Lady Teazle (IV. iii), where the stress is not on sex nor on her 
danger (as it would be in melodrama) but on the extraordinary logic of 
Joseph, and where the effect depends upon the brilliantly paradoxical use 
of reason in behalf of conduct which reason might be expected to oppose. 
Joseph’s cleverness, you will note, draws attention from his intentions to 
the working of his mind; his speech on “conscious innocence” is itself rather 
satirical of a kind of sentimental literature; add his suavity, and you find 
Joseph here a character of considerable picaresque appeal, and certainly 
one of greater complexity than a “straight” villain. 

3. OTHER INFLUENCES ON THE TONE 

If the play consisted entirely of the Joseph-Charles action, its reputation 
as comedy would certainly be less than it is. But much of the effect depends 
upon the treatment of the gossips. True, their connection with the Surface- 
plot is not very convincing; the professed passions of Backbite and Lady J* 
Sneerwell are hardly real. But the very unreality of any emotions save love 
of gossip is a means of excluding any suggestion of the sentimental and of 
keeping a tone of brilliant satire. The gossips determine the tone of all 
Act I until, at the end, Rowley’s part suggests the sentimental; but his part 
is overshadowed by Sir Peter’s domestic trouble and his ironic cocksureners 
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about the Surfaces. Note how irony always acts as an antidote for senti- 
mentality. Again, Act II is composed almost entirely of satirical materials, 
except for some lines praising Charles. Note how much less effective these 
lines are than the anti-Joseph speeches. 

Try to decide which parts of the rest of the play tend toward, or work 
against, a sentimental effect; note especially the big satirical scenes — of 
Joseph’s hypocrisy (IV. iii) and of the gossips’ lying (V. ii). Note how Sheri- 
dan gets speed and drive in the latter scene; how skillfully interruptions 
are used to suggest the irresistible pressure of rival minds pushing into an 
orgy of gossip. Consider the paradoxical fact that the gossips’ almost dis- 
interested, artistic devotion to making a good story gives them a kind of 
admirableness, just as, throughout the play, their wit makes them some- 
thing more than the simple, hateful villains of melodrama. Thus Sheridan 
achieves a kind of balance. 

Note the means primarily used to secure the satirical effect of the final 
gossip scene (V. ii): (i) It depends upon the reader’s knowledge of the facts 
about which the gossips are telling immense lies. We can contrast this with 
the method of farce and especially melodrama, which depends largely upon 
the reader’s ignorance of the facts. In the present play the reader relishes the 
irony of the continuous unfolding of the gossips’ mendacity; without 
this knowledge he could experience merely a short-lived, and much less 
meaningful, shock or surprise, which is characteristic of melodrama and 
exists largely for its own sake. We can almost make it a law that for mature 
literary effects the author finds a better ally in the reader’s knowledge than 
in his ignorance. Coleridge, for example, praises Shakespeare for using 
“expectation” rather than “surprise.” (2) When Sneerwell says that she 
“must have better information,” she climaxes the satire: the gossips have 
been repudiated by one of themselves. 

Now, when we put together the fact that we have seen a skillful exposi- 
tion of unscrupulous scandalmongering and the contrasting fact that the 
scandalmongers have done their job with a captivating zeal and imagina- 
tiveness, we see, not an easy black-and-white presentation, but a picture of 
such complexity as to explain in considerable part the durability of the 
play: or, in other words, the work of an author who combines artistic de- 
tachment and moral perceptior and so avoids theopposite extremes of moral- 
izing on the one hand and indifference on the other. 

Note that, except for several aspects of the treatment of Charles (e.g., his 
“reform”), Sheridan keeps Act V. iii on a very firm comic level. Indeed, 
Charles appears at his most consistent when he helps Joseph throw out 
Sir Oliver instead of “goodheartedly” protecting “little Premium.” Sneer- 
well and Joseph are kept consistent;. the former is given a brilliant final 
exit, as is Snake, with his paradoxical insistence that his good deed be kept 
secret. If Charles “reforms,” at least the others do not. 
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SUMMARY 

Sheridan, as we have seen, does not satirize gossip and hypocrisy with 
equal success. In dealing with gossip he is content with the standard comic 
method of presenting the vice and implying the opposite virtue. But in 
dealing with hypocrisy he tries to present a complete alternative way of 
life, that is, to make Charles a “hero” instead of letting him stay at the 
level of suggestion at which we see Maria. Thus he interferes with his tone: 
we are asked to admire rather than laugh — the mode of sentimental 
comedy. Further, since he is true enough to the nature of comedy to do 
Joseph at full-length, Sheridan lacks space in which to present Charles’s 
virtue convincingly. Again, the desire to contrast the brothers sharply has 
led him to impute to Charles habits which we are not sure, as a matter of 
consistency of character, can be so easily dismissed. These matters, plus 
the fact that the judgment between Joseph and Charles is made largely in 
monetary terms, push Sheridan closer to comedy of situation than to 
comedy of character. Unsatisfactory, too, is the fact that the deciding 
judgment of Charles is not objective and disinterested; essentially, Sir 
Oliver is flattered into deciding that Charles is a fine fellow. Finally, we note 
that in so far as there is any mental activity in the play, it is Joseph’s; 
Charles functions entirely in terms of feeling. Sheridan comes very close to 
stating outright that he does not believe in intelligence. 


QUESTIONS 

1. Sir Peter is presented as a comparatively innocent victim of the 
gossip circle. But at the same time he is shown as an irascible, dogmatic 
husband. Is anything gained by this? What would be the effect if he were 
presented as a thoroughly admirable husband? 

2. What is the purpose of having Sir Peter mistaken in his judgment of 
Joseph and Charles? Is there any relationship between Sir Peter’s function 
in this part of the plot and his function in the plot concerned primarily 
with the gossips? What is the justification for giving Sir Peter a relatively 
large part in the play? Is it too large? 

3. Joseph Wood Krutch, the well-known modern critic, has referred to 
Sheridan’s treatment of Lady Teazle as a “notorious whitewashing.” Do 
you agree with this judgment? Consider her final speech in Act IV as well 
as the situation in the latter part of Act V. ii. 

4. We have spoken of Sheridan’s satire as having two objectives — gossip 
and hypocrisy. There are, of course, various mechanical connections be- 
tween the gossips and the hypocritical Joseph (a study of all these me- 
chanical connections will illustrate the complexity of the plot). What more 
fundamental relationship is there between them? At the same time, what 
different views of life are implied by the conduct of each ? 

5. Has Sheridan characterized the different gossips sufficiently to permit 
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us to make clear distinctions among them? What distinguishing marks can 
you find? 

6. Throughout Acts I and II there is a sequence of remarks about ill- 
nature and good-nature. The regular recurrence of these terms suggests 
that they are there for a purpose. How do they contribute to the develop- 
ment of the theme? 

7. Study Sheridan’s use of soliloquies throughout the play. Do any of 
them seem justifiable dramatic devices? Do any of them seem hastily seized 
upon as the easiest means of exposition ? 

8. Does the contrast between Charles and Joseph seem too simple and 
symmetrical? Do they represent a logical scheme rather than sufficiently 
complex human beings? 

9. We have said that Sheridan creates almost no direct clash between 
Charles and Joseph. He might have developed such a clash out of a rivalry 
for Maria. Why might he have avoided this method? 

10. At different times both Sir Peter and Rowley give Sir Oliver charac- 
terizations of his nephews. Aside from the mere fact that they have differ- 
ent opinions, how does one such scene of assurance differ from another in 
tone? 

11. What is the relationship between the literary satire (in Acts I. i, 
II. ii, and other scenes where Backbite is present) and the other satirical 
parts of the play? Or is the literary satire irrelevant? 

12. Note how very late in the play Charles makes his entrance. Major 
characters in a play often do not come in at the start. Can you find any 
justification for this? 

13. The satire of usury in Act III seems rather far removed from the main 
issue of the play. Could you, however, make a case for it as related to the 
satire of the gossips or of Joseph? Consider the points made by Moses in 
Act III. i. 

14. Analyze the wit of Sneerwell’s command to Joseph in Act V. iii: 
“only be constant to one roguery at a time.” 

15. In Act V. ii note the very minute details with which the gossips 
embellish their imaginary tales. Why are these details effective? Analyze 
especially Crabtree’s final speech before Lady Sneerwell’s exit. What is 
Sheridan’s reason for making Candour say what she does just before 
Backbite’s entry near the beginning of the scene? (p. 234 b, 31 ff.) 

16. What is the dramatic function of Joseph’s extreme politeness in 
Act V. i ? Consider how much the effectiveness of this scene depends upon 
facts which the reader knows but which Joseph does not know. 

17. In the early part of Act V. iii how does Sheridan avoid sentimentality 
4 in the relations between Charles and Stanley (Sir Oliver) ? After the ex- 
posure, when Charles protests how glad he is to see Sir Oliver and Sir 
Oliver believes him, is the reader convinced that Sheridan has actually 
presented a cause capable of producing the given effect? 

18. Analyze the effectiveness of Snake’s lines at the end. 
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3 . Ibsen, Rosmersholm 

R osmersholm (1886) is an almost immediate contemporary 
of Lady Windermere' s Fan, and the student may there- 
_ fore find it useful to make some rough comparisons as he 
reads. We find each play, for instance, depending at least in part on a clash 
between an individual and a social group, but — with a diversity of method 
that should be interesting to observe — one is comedy, the other moves 
toward tragedy There are, besides, two other respects m which the plays 
are eligible for comparison 

Ibsen is often said to have ended the reign of the “well-made” plav, by 
which, as we saw, Wilde was influenced That is, he got rid of many arti- 
ficial technical devices for advancing action and producing effects, devices 
which often seem to us not “well-made” at all He aspired instead to a more 
simple, natural, lifelike presentation of his themes (for instance, he worked 
very hard to manage all his exposition without the asides and soliloquies 
1 hat we see in both Wilde and Sheridan), and in that respect he was vastly 
influential on a great deal of the drama of the subsequent half-century As 
he reads, the student should try to estimate whether Ibsen does seem to 
have his play moving ahead in an easier and more plausible way than Wilde 
Again, both plays are often thought of as “problem plays”— that is, 
plays that focus attention on some particular problem which especially 
concerned the society of the time. There is a sense, of course, in which every 
play deals with a problem, and every plav must reflect in some degree the 
thinking of its time But the term “problem play” is used in a more special 
sense to denote a topical interest, with the further implication that the 
dramatist is using his play as a social and political instrument to direct the 
attention of society to its problems and to stir it to adopt a solution It is 
certainly true that under Ibsen’s influence succeeding dramatists have 
tended to give the problem play this narrower meaning 

But ve shall do well to consider whether any really profoundly conceived 
play exhausts its meaning when it is taken as a mere tract, and whether 
any reallv great play does not have to transcend the framework of ideas of 
its own time Moreover, Ibsen himself disclaimed more than once any in- 
tention of dealing merely or even primarily with “problems ” Rather, he 
said, it is the dramatist’s business to ask questions instead of answenng 
them He wrote specifically of his lledda Gabler “It was not my desire to 
deal in this play with so-called problems What I wanted to do was to de- 
pict human beings, human emotions, and human destinies, upon a ground- 
work of certain of the social conditions and principles of the present day ” 
The student will find it of interest to see whether this remark seems also 
to cover Ibsen’s purpose in Rosmersholm. 
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DRAMATIS PERSONAS 


Johannes Rosmer of Rosmersholm, 
formerly clergyman of the parish. 

Rebecca West, in charge of Rosmer’s 
household. 

Rector 1 Kroll, Rosmer’s brother-in- 
law. 

Ulric Brendel. 


Peter Mortensgard . 4 
Madam Helseth, housekeeper at Ros- 
mersholm. 

The action takes place at Rosmersholm, 
an old family seat near a small coast town 
in the west of Norway. 


1 “Rector” in the Scotch and Continental sense of headmaster of a school, not in the 
English sense of a beneficed clergyman . 1 Pronounce Mortensgore. 


ACT FIRST 

[Sitting-room at Rosmersholm; spa- 
cious, old-fashioned, and comfortable. 
In front, on the right, a stove decked 
with fresh birch-branches and wild flow- 
ers. Farther back, on the same side, a 
door. In the back wall, folding-doors 
opening into the hall. To the left, a i 
window, and before it a stand with 
flowers and plants. Beside the stove a 
table with a sofa and easy chairs. On 
the walls, old and more recent portraits 
of clergymen, officers, and government t 
officials in uniform. The window is open; 
so are the door into the hall and the 
house door beyond. Outside can be seen 
an avenue of fine old trees, leading up 
to the house. It is a summer evening, i 
after sunset.] 

[Rebecca West is sitting in an easy- 
chair by the window, and crocheting a large 
white woollen shawl, which is nearly jin- , 
ished. She now and then looks out ex- 
pectantly through the leaves of the plants. 
Madam Helseth presently enters from the 
right.] 

Madam Helseth: I suppose I had 3 
better begin to lay the table, Miss? 

Rebecca West: Yes, please do. The 
Pastor must soon be in now. 

Madam Helseth: Don’t you feel the 
draught, Miss, where you’re sitting? 3 

Rebecca: Yes, there is a little draught. 
Perhaps you had better shut the win- 


dow. [Madam Helseth shuts the door 
into the hall, and then comes to the 
window.] 

Madam Helseth: [About to shut the 
5 window, looks outi] Why, isn’t that the 
Pastor over there? 

Rebecca: [Hastily l] Where? [Rises.] 
Yes, it is he. [Behind the curtain.] Stand 
aside — don’t let him see us. 
o Madam Helseth: [Keeping back from 
the window.] Only think. Miss — he’s 
beginning to take the path by the mill 
again. 

Rebecca: He went that way the day 
5 before yesterday too. [Peeps out be- 
tween the curtains and the window-frame.] 
But let us see whether — 

Madam Helseth: Will he venture 
across the foot-bridge? 
o Rebecca: That is what I want to see. 
[After a pause.] No, he is turning. He is 
going by the upper road again. [Leaves 
the window.] A long way round. 

Madam Helseth: Dear Lord, yes. No 
5 wonder the Pastor thinks twice about set- 
ting foot on that bridge. A place where 
a thing like that has happened — 

Rebecca: [Folding up her work.] They 
cling to their dead here at Rosmersholm. 
o Madam Helseth: Now / would say, 
Miss, that it’s the dead that clings to 
Rosmersholm. 

Rebecca: [Looks at her.] The dead ? 

Madam Helseth: Yes, it’s almost as 
5 if they couldn’t tear themselves away 
from the folk that are left. 

Rebecca: What makes you fancy that? 
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Madam Ilelseth Well, if it wasn’t for Why, how you have brightened up the 
th it, there would be no White Horse, I old room 1 Flowers e\ eryw here I 
suppose Rtbuta Ml Rosmer is so fond of 

Rtbtcca Now what is all this about ha\mg fresh, growing flowers about him 
the White Horse, Madam Helseth? 5 kroll And you are too, are you not? 

Madam Ihlsith Oh, I don’t like to Rebecca Yes, they ha\e a delight- 
talk about it And, besides, you don’t be- fully soothing effect on me We had to 
lie\e in such things do without them, though, till lately 

Rebeccca Do \ou believe in it, then ? kroll [Nods sadly 3 A es, their scent 
Madam Ilelseth [Goes and rh its the 10 was too much for poor Beata 
ztvido l 3 Oh, \ ou’d only be for laughing Rebecca Their colours, too They 
at me, Miss [ Looks out 3 Why, isn’t quite bewildered her — 
that Mr Rosmer on the mill-path kroll I remember, I remember [/« a 
again — ' lighter tom 3 Well, how are things going 

Rcbecta [ Looks out 3 That man 15 out here? 
there? [Goes to the 'undo u 3 No, that’s Rebecca Oh, everything is going its 
the Rector 1 quiet, jog-trot way One day is just 

Madam Ilelstth Yes, so it is like another — And with you? Your 

Rebecca This is delightful Aou may wife — ? 

be sure he’s coming here 20 Kroll Ah, my dear Miss West, don’t 

Madam Ilelseth He goes straight let us talk about my affairs There is al- 

over the foot-bridge, he does And yet ways something or other amiss in a 

she was his sister, his own flesh and family, especially in times like these 
blood W ell, I’ll go and lay the table Rebecca [After a pause , sitting dozen 
then. Miss West [She goes out to the 25 in an easy-chair beside the sofa 3 How is 

right Rebecca stands at the undo 1 for a it you haven’t once been near us during 

short tune then unties and nods to some the whole of the holidays? 
one outside It btguis to gro 1 dark 3 Kroll Oh, it doesn’t do to make one- 

Rebecca [Gois to the door on the right 3 self a nuisance — 

Oh, Madam Helseth, you might let us 30 Rebecca If you knew how we have 
have some little extra dish for supper missed you — 

A ou know what the Rector likes best kroll And then I have been away — 

Madam Ilelseth [Outside 3 Oh yes, Rebecca Yes, for the last week or 

Miss, I’ll see to it two We have heard of you at political 

Rtbecca [Opens the door to the hall 3 33 meetings 
At 1 1st — 1 How glad I am to sec you, my Kroll [A ods 3 Yes, what do you say 
dear Rector to tint? Did you think I would turn 

Riclor kioll [In the hall, laung do in political igitator in my old age, eh? 
his stick 3 I hanks Then I am not dis- Ribtcca £ Smiling 3 Well, you have 
turbing you? 40 always been a bit of an agitator, Rector 

Rebecca You? How can you ask? Kroll 

kroll [Comes in 3 Amiable as ever Kroll Why, yes, just for my private 
[Looks around 3 Is Rosmer upstairs in amusement But henceforth it is to be no 
his room? laughing matter, I can tell you — Do 

Rebecca No, he is out walking He 45 you ever see those radical newspapers? 
has stayed out rather longer than usual, Rebecca Well yes, my dear Rector, I 
but he is sure to be in directly [Motion- can’t deny that — • 

in s him to nt on the sofa 3 Won’t you sit Kroll My dear Miss West, I have 
down till he comes? nothing to say agnnst it — nothing in 

Kroll [Laying down his hat 3 Many 50 your case 
thanks [Sits down and looks about him 3 Rebecca No, surely not One likes to 
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snow what s going on — to keep up with 
the time — 

A lull And of course I should not 
think of expecting you, as a woman, to 
side actively with either party in the 
civil contest — I might almost say the 
civil war — that is raging among us — 
But you have seen then, 1 suppose, how 
these gentlemen of “the people” hate 
been pleased to treat me? What in- r 
famous abuse they has e had the audac- 
ity to heap on me? 

Rtbecca \ es, but it seems to me you 
ga\ e as good as vou got 

Kroll So I did, though I say it that i 
shouldn’t For now I ha\e tasted blood, 
and they shall soon find to their cost 
that I am not the man to turn the other 
cheek — Q Breaks off ] But come, come 
— don’t let us get upon that subject this j 
evening — it’s too painful and irritating 
Rebecca Oh no, don’t let us talk of it 
Kroll Tell me now — how do you get 
on at Rosmersholm, now that you are 
alone? Since our poor Beata — 2 

Rebecca Thank you, I get on very 
well Of course one feels a great blank in 
many ways — a great sorrow and long- 
ing But otherwise— 

Kioll And do you think of remaining 3 
here? — permanently, I mean 

Rebecca My dear Rector, I really 
hav en’t thought about it, one wav or the 
other I have got so used to the place 
now, that I feel almost as if I belonged 3 
to it 

Kioll Why, of course you belong to it 
Rebecca And so long as Mr Rosmer 
find- that I am of any use or comfort to 
him — why, so long, I suppose, I shill 41 
stay here 

Kroll [Looks at her with emotion ] Do 
you know, — it is really fine for a woman 
to sacrifice her whole youth to others 
as you have done 4 

Rebecca Oh, what else should I have 
had to In e for? 

Kiolh First, there was your untiring 
dev otion to your paralytic and exacting 
foster-father — 5 

Rebecca: You mustn’t suppose that 


Dr West was such a charge when we 
were up in Finmark. It was those terrible 
boat-voyages up there that broke him 
down But after we came here — well 
3 yes, the two years before he found rest 
were certainly hard enough. 

Kroll And the years that followed — 
were they not even harder for you? 
Rtbecca Oh how can you say such a 
o thing? When I was so fond of Beata — 
and when she, poor dear, stood so sadly 
m need of care and forbearance 

Kroll How good it is of you to think 
of her with so much kindness 1 
5 Rebecca [Moves a little nearer J My 
dear Rector, you say that with such a 
ring of sincerity that I cannot think 
there is any ill-feeling lurking in the 
background. 

0 Kroll Ill-feeling? Why, what do you 
mean? 

Rebicca Well, it would be only 
natural if you felt it painful to see a 
stranger managing the household here at 
5 Rosmersholm 

Kroll Why, how on earth — 1 
Rebecca But you have no such feel- 
ing? [Tales his hand ] Thanks, my dear 
Rector, thank you again and again 
0 Kroll How on earth did you get such 
an idea into y our head ? 

Rebecca I began to be a little afraid 
when vour visits became so rare 

Kroll Then you have been on a 
5 totallv vv rong scent, Miss West Besides 
— after all, there has been no essential 
change Lv en while poor Beatawas alive 
— in her last unhappy davs — it was you, 
and vou alone, that managed everything 
a Rebecca That was only a sort of 
regency in Beata’s name 

Kroll Be that as it may — . Do you 
know, Miss West — for my part, I should 
have no objection whatever if you — . 
5 But I suppose I mustn’t say such a 
thing 

Rebecca What must you not say? 
Kroll If matters were to shape so that 
you took the empty place — 

0 Rebecca: I have the only place I want, 
Rector. 
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Kroll In fact, yes, but not m — Rebecca [To Rosmer ] Yes, only 

Rtbecca [Inleri uptmg gravely Tor think, — it was nothing but fancy after 

shame, Rector Kroll How can you joke all I 

about such things? Rosmer Is that really the case, Kroll' 

Kroll Oh well, our good Johannes 5 Then why did you desert us so entirely' 
Rosmer verv likely thinks he has had Kroll [ Gravely , in a lo v voice ] Be- 
more than enough of married life al- cause my presence would always have 
ready But nev ertheless— been reminding you of the years of yout 

Rebecca \ou are really too absurd, happiness, and of — the life that ended 
Rector 10 in the mill-race 

Kroll Nevertheless — Tell me, Miss Rosmer Well, it was a kind thought — 

W est — if \ ou w ill forgiv e the question — you were alw ays considerate But it was 

what is v our age 5 quite unnecessarv to rem un away on 

Rebtcca I’m sorry to say I am over that account — Come, sit here on the 
nine-md-tw enty, Rector, I am in my 15 sofa [TVi^v sil dozen J No, I assure you, 
thirtieth year the thought of Beata has no pain for 

KroH Indeed And Rosmer — how old me We speak of her ev ery day We fed 
is he? Let me see he is fi\ e years younger almost as if she were still one of the 
than I am, so that makes him well over household 
forty-three I think it would be most 20 Kroll Do you really? 
suitable Rebecca [Lighting the lamp ] Yes, m- 

Rebecca [Rises ] Of course, of course, deed we do 
most suitable — Will you stay to supper Rosmer It u. quite natural We were 
this evening’ both so deeply attached to her And 

Kroll \ es, many thanks, I thought 2j*both Rebec — both Miss West and I ■ 
of staying There is a matter I want to know that we did all that was possible 
discuss with our good friend — And I for her in her affliction We hav e nothing 
suppose, Miss West, in case you should to reproach ourselves with — So I feel 
take fancies into your head again, I had nothing but a tranquil tenderness now 
better come out pretty often for the 30 at the thought of Beata 
future — as I used to in the old days Kroll \ ou dear, good people 1 Hence- 

Rebecca Oh yes, do — do [Shakes both forward, I declare I shall come out and 
his hands J Many thanks — how kind and see you e\ ery day 

good you are 1 Rebecca [Seats herself in an am 

Kroll [Gruffly ] Am I? Well, that’s 35 r/imr J Mind, we shall expect you to keep 
not what they tell me at home [Johan- your word 

nes Rosmer enters uy the door on tlu nght~\ Rosmer [JVith some hesitation ] My 
Rebecca Mr Rosmer, do you see who dear Kroll — I wish very much that our 
is here? intercourse had never been interrupted 

Johannes Rosmer Madam Helseth 40 Tver since we have known each other, 
told me [Rector Kroll has risen J you have seemed predestined to be my 

Rosmer [Gently and softly, pressing adviser — ever since I went to the Uni- 
his hands ] Welcome back to this house, versity 

my dear Kroll [Lays his hands on Kroll Yes, and I have always been , 
Kroll’ s shoulders and looks into his #yfj proud of the office But is there any- $ 
My dear old friend 1 I knew that sooner thing particular just now — ? 
or later things would come all right be- Rosmer There are many things that 
tween us I would give a great deal to talk over 

Kroll Why, my dear fellow — do you with you, quite frankly — straight from 
mean to say you too have been so foolish 50 the heart 

as to fancy there was anything wrong? Rebecca Ah yes, Mr Rosmer — that 
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must be such a comfort — between old Rebecca Oh no, of course not 
friends — Kroll Well, then, I must tell you that 

Kmll Oh I can tell you I has e still dissension and rexoit have crept into 

more to talk, to you about I suppose you my own house — into my own quiet 

know I have turned a militant poll- 5 home They hi\ e destroyed the peace 

tician? of my family life 

Rosmer \ es, so you has e How did Rosmer [Rises ] What' Into your 
that come about? own house — ? 

Kroll I was forced into it in spite of Rebecca [Goes over to the Rector ] My 
myself It is impossible to stand idly 10 dear Rector, xvhat has happened? 
looking on any longer Now that the Kroll Would you beliexe that my 
R ldicals hnxe unhappily come into own children — In short, it is Launts 

power, it is high time something should that is the ringleader of the school con- 

be done, — so I has e got our little group spiracy, and Hilda has embroidered a 

of fi lends in the town to close up their 15 red portfolio to keep the “Beacon” in 
ranks I tell you it is high time' Rosmer I should certainly nexer have 

Rebecca [ With a fault smile ] Don’t dreamt that, in your own house — 
you think it may ex en be a little late? Kroll No, who would ha\ e dreamt of 

Kroll Unquestionably it would ha\e such a thing? In my house, the very 
been better if we had checked the stream 20 home of obedience and order — w here 
at an earlier point in its course But who one will, and one only, has always pre- 
could foresee what was going to happen? x ailed — 

Certainly not I [Rises and avails up and Rebecca How does your wife take all 
down ] But now I has e had my eyes this? 

opened once for all, for now the spirit of 25 Kroll Why, that is the most mcred- 
rexolt has crept into the school itself able part of it My wife, who all her life 

Rosmer Into the school? Surely not long has shared my opinions and con- 

mto your school ? curred in my x lews, both in great things 

Kroll I tell you it has — into my own and small — she is actually inclined to 

school What do you think? It has come 50 side with the children on many points 
to my knowledge that the sixth-form \nd she blames me for what has hap- 

boys — a number of them at any rate — pened She says I tyrannise o\er the 

ha\e been keeping up a secret society children As if it weren’t necessary to 

for oxer six months, and they take in — Well, you see how my house is 

Mortensglrd’s paper' 35 dixided agunst itself But of course I 

Rebecca The “Beacon”? say as little about it as possible Such 

Kroll Yes, nice mental sustenance for things are best kept quiet [JVanders up 

future go\ ernment officuls, is it not? the room 3 Ah, well, well, well [Stands at 

But file worst of it is that it’s all the the xtndo u with his hands behind his back, 

cleverest boys in the form that haxe 40 and looks out ] 

banded together in this conspiracy Rebecca [Comes up close to Rosmer, 
against me Only the dunces at the and says rapidly and m a low voice, so 
bottom of the class hax e kept out of it that the Rector does not kear her J Do it 
Rebecca Do you take this so very now' 
much to heart, Rector? 45 Rosmer [Also m a low voice 3 Not this 

Kroll Do I take it to heart' To be so evening 
thwarted and opposed in the work of my Rebecca [As before ] Yes, just this 
whole life' [Lower ] But I could almost evening [Goes to the table and busies her- 
say I don’t care about the school — for self with the lamp 3 

there is worse behind [Looks round-2 50 Kroll [Comes forward ] Well, my dear 
I suppose no one can hear us? Rosmer, now you know how the spirit 
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of the age has o\ ershadovv ed both my 
domestic and my ofhcial life And am I 
to refi nn from combating this per- 
nicious, sub\ersi\e, anarchic spirit, with 
any weapons I can lay my hands on? 
Fight it I will, trust me for that, both 
with tongue and pen 

Romti Has e you anv hope of stem- 
ming the tide m that way? 

A roll At any rate I shall have done 1 
my duty as a citizen in defence of the 
State And I hold it the duty of every 
right-mmded man with an atom of 
patriotism to do likewise In fact — -that 
was mv principal reason for coming out 1 
here this evening 

Rosmer Why, my dear Kroll, what 
do vou mean — ? What can I — ? 

Kroll You can stand by your old 
friends Do as we do Lend a hand, with 2 
all your might 

Rebecca But, Rector Kroll, vou know 
Mr Rosmer’s distaste for public life 
Kroll lie must get o\er his distaste 
You don’t keep abreast of things, Ros- 2 
mer You bury yourself ah\e here, with 
your historical collections Far be it from 
me to speak disrespectfully of family 
trees and so forth, but, unfortunately, 
this is no time for hobbies of that sort 3, 
You cannot imagine the state things are 
in, all over the country There is hardly 
a single accepted idea that hasn’t been 
turned topsy-turvy It will be a gigantic 
task to get all the errors rooted out 3 
again 

Rosmer I have no doubt of it But I 
am the last man to undertake such a 
task 

Rebecca And besides, I think Mr 4 
Rosmer has come to take a wider view 
of life than he used to 

Kroll [With surprise Wider? 

Rebecca Yes, or freer, if you like — less 
one-sided 4 

Kroll What is the meaning of this? 
Rosmer — surely you are not so weak as 
to be influenced by the accident that 
the leaders of the mob have won a tem- 
porary advantage? 3 

Rosmer My dear Kroll, you know 


how little 1 understand of politics But 
I confess it seems to me that within the 
last few years people are beginning to 
show greater independence of thought 
5 kroll Indeed 1 And vou take it for 
granted that that must be an improve- 
ment 1 But in any case vou aie quite 
mistaken, my friend Just inquire a little 
into the opinions that are current among 
o the Radicals, both out here and in the 
town They are neither more nor less 
than the wisdom that’s retailed in the 
“ Beacon ” 

Rebecca Yes, Mortensgard has great 
5 influence over many people hereabouts 
Kroll Yes, just think of it 1 A man of 
his foul antecedents — a creature that 
was turned out of his place as a school- 
master on account of his immoral life 1 
n A fellow like that sets himself up as a 
leader of the people 1 And succeeds too 1 
Actually succeeds 1 I heir he is going to 
enlarge his paper I know on good au- 
thority that he is on the lookout for a 
5 capable assistant 

Rebecca I wonder that you and your 
friends don’t set up an opposition to 
him 

Kroll That is the very thing we are 
0 going to do We have to-d ly bought 
the “County News”, there w is no diffi- 
culty about the money question But 
— [Turns to Rosmer J Now I come to 
my real errand The difficulty lies in the 
- conduct of the paper — the editing — 
Tell me, Rosmer, — don’t you feel it your 
dutv to undertake it, for the sake of the 
good cause? 

Roc mer [Almost in consternation J I? 
o Rebecca Oh, how can jou think of 
such a thing? 

Kroll I can quite understand your 
horror of public meetings, and your re- 
luctance to expose yourself to their 
5 tender mercies But an editor’s work is 
less conspicuous, or rather — 

Rosmer No, no, mv dear friend, you 
must not ask me to do this 

Kroll I should be quite willing to try 
0 my own hand at that style of work too; 
but I couldn’t possibly manage it I 
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ha\ 0 such a multitude of irons in the self .J My dear Rector — I can’t tell you 
lire already. But for you, with no pro- how ludicrous all this seems to me. 
fes'.ion to tie you down — Of course Kroll: What do you say? Ludicrous? 

the rest of us would give you as much Rebecca: Yes, ludicrous. For you 

help as we could. 3 must let me tell you frankly — 

Rosmer: I cannot, Kroll. I am not Rosmer: [ Quickly .] No, no — be quiet! 
fitted for it. Not just now! 

Kroll: Not fitted? You said the same Kroll: [ 'Looks from one to the other.'] 
thing when your father preferred you to My dear friends, what on earth — ?[/«- 
the living here— 10 terrupting himself.] H’m. [A ladam Hel- 

Rosmer: And I was right. That was seth appears in the doorzvay on the right.] 
why I resigned it. Madam Ilelseth: There’s a man out in 

Kroll: Oh, if only you are as good an the kitchen passage that says he wants 

editor as you were a clergyman, we shall to see the Pastor. 

not complain. ij Rosmer: [Relieved.] Ah, very well. 

Rosmer: My dear Kroll — I tell you Ask him to come in. 
once for all — I cannot do it. Madam Ilelseth.: Into the sitting- 

Kroll: Well, at any rate, you will lend room? 
us your name. Rosmer: Yes, of course. 

Rosmer: My name? 20 Madam Ilelseth: But he looks scarcely 

Kroll: Yes, the mere name, Johannes the sort of man to bring into the sitting- 
Rosmer, will be a great thing for the room. 

paper. We others are looked upon as Rebecca: Why, what does he look like, 
confirmed partisans— indeed I hear I am Madam Helseth? 

denounced as a desperate fanatic — so 25 Madam Helseth: Well, he’s not much 

that if we work the paper in our own to look at, Miss, and that’s a fact, 
names, we can’t reckon upon its making Rosmer: Did he not give his name? 

much way among the misguided masses. Madam Helseth: Yes — I think he said 

You, on the contrary, have always kept his name was Hekman or something of 

out of the fight. Everybody knows and 30 the sort. 

values your humanity and uprightness Rosmer: I know nobody of that name. 

— your delicacy of mind — your unim- Madam Helseth: And then he said he 

peachable honour. And then tiie prestige was called Uldric, too. 
of your former position as a clergyman Rosmer: [In surprise.] Ulric Hetman! 
still clings to you; and, to crown all, 35 Was that it? 

you have your grand old family name! Madam Helseth: Yes, so it was — 
Rosmer: Oh, my name — Hetman. 

Kroll: [ Points to the portraits.] Ros- Kroll: I’ve surely heard that name 
mers of Rosmersholm — clergymen and before — 

soldiers; government officials of high ^ Rebecca: Wasn’t that the name he 
place and trust; gentlemen to the finger- used to write under — that strange being 
tips, every man of them — a family that — 

for nearly two centuries has held its Rosmer: [To Kroll.] It is Ulric Bren- 
place as the first in the district. [Lays del’s pseudonym. 

his hand on Rosj/ier’s shoulder.] Rosmer Kroll: That black sheep Ulric Bren- 
— you owe it to yourself and to the del’s — of course it is. 

traditions of your race to take your Rebecca: Then he is still alive, 
share in guarding all that has hitherto Rosmer: I heard he had joined a com- 
been held sacred in our society. [Turns pany of strolling players. 
round.] What do you say, Miss West? - 0 Kroll: When last / heard of him, he 
Rebecca: [Laughing softly, as if to her- was in the House of Correction. 
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Rosmer: Ask him to come in, Madam Brendel: A near relation, no doubt 
Helseth. And yonder unknown — ? A brother 

Madam Helseth: Oh, very well. [She of the cloth, 1 see. 
goes out.~\ Rosmer: Rector Kroll. 

Kroll: Are you really going to let a 5 Brendel: Kroll? Kroll? Wait a bit? — 
man like that into your house? Weren’t you a student of philology in 

Rosmer: You know he was once my your young days? 
tutor. Kroll: Of course I was. 

Kroll: Yes, I know he went and Brendel: Why Donnerwetter, then I 
crammed your head full of revolutionary 10 knew you! 
ideas, until your father showed him the Kroll: Pardon me — 
door — with his horsewhip. Brendel: Weren’t you — 

Rosmer: [With a touch of bitterness .] Kroll: Pardon me — 

Father was a martinet at home as well as Brendel: — one of those myrmidons 
in his regiment. 15 of morality that got me turned out of 

Kroll: Thank him in his grave for the Debating Club? 
that, my dear Rosmer. — Well ! [Madam Kroll: Very likely. But I disclaim any 
Helseth opens the door on the right for closer acquaintanceship. 

Ulric Brendel, and then withdraws, shut- Brendel: Well, well! Nach Belieben, 
ting the door behind him. He is a hand- 20 Herr Doctor. It’s all one to me. Ulric 
some man, with grey hair and beard; Brendel remains the man he is for all 
somewhat gaunt, but active and well set that. 

up. He is dressed like a common tramp; Rebecca: You are on your way into 
threadbare frock-coat; worn-out shoes; no town, Mr. Brendel? 
shirt visible. He wears an old pair of black 25 Brendel: You have hit it, gracious 
gloves, and carries a soft, greasy felt hat lady. At certain intervals, I am con- 
under his arm, and a walking-stick in his strained to strike a blow for existence. 
hand -2 It goes against the grain; but — enfin — 

Ulric Brendel: [ Hesitates at first, then imperious necessity — 
goes quickly up to the Rector, and holds 30 Rosmer: Oh, but, my dear Mr. Bren- 
out his hand f] Good evening, Johannes! del, you must allow me to help you. In 
Kroll: Excuse me — one way or another, I am sure — 

Brendel: Did you expect to see me Brendel: Ha, such a proposal to me! 
again? And within these hated walls, Would you desecrate the bond that 
too? 3 - unites us? Never, Johannes, never! 

Kroll: Excuse me — [Pointing^] Rosmer: But what do you think of 

There doing in town? Believe me, you won’t 

Brendel: [Turns. J Right. There he is. find it easy to — 

Johannes — my boy — my best-beloved Brendel: Leave that to me, my boy. 
— 1 40 The die is cast. Simple as I stand here 

Rosmer: [Takes his handf\ My old before you, I am engaged in a compre- 
teacher. hensive campaign — more comprehensive 

Brendel: Notwithstanding certain than all my previous excursions put to- 
painful memories, I could not pass by gether. [To Rector Kroll. J Dare I ask 
Rosmersholm'without paying you a fly- 4 S the Herr Professor — unter tins — have 
ing visit. you a tolerably decent^ reputable, and 

Rosmer: You are heartily welcome commodious Public Hall in your esti- 
here now. Be sure of that. mable city? 

Brendel: Ah, this charming lady — ? Kroll: The hall of the Workmen’s So- 

[Bows. J Mrs. Rosmer, of course. j 0 ciety is the largest. 

Rosmer: Miss West. Brendel: And has the Herr Professor 
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any official influence in this doubtless Rosmcr: But, my dear Mr. Bren- 

most beneficent Society? del 

Kroll: I have nothing to do with it. Brendel: You know, my Johannes, that 

Rebecca: [ [To Brendel .] You should I am a bit of a Sybarite — a Fein- 
apply to Peter Mortensgard. 5 schmecker. I have been so all my days. I 

Brendel: Pardon, madame — what sort like to take my pleasures in solitude; for 
of an idiot is he? then I enjoy them doubly — tenfold. So, 

Rosmer: What makes you take him you see, when golden dreams descended 
for an idiot? and enwrapped me — when new, dizzy, 

Brendel: Can’t I tell at once by the 10 far-reaching thoughts were born in me, 
name that it belongs to a plebeian? and wafted me aloft on their sustaining 

Kroll: I did not expect that answer. pinions — I bodied them forth in poems, 

Brendel: But I will conquer my reluc- visions, pictures — in the rough, as it 

tance. There is no alternative. When a were, you understand, 
man stands — as I do — at a turning- 15 Rosmer: Yes, yes. 
point in his career — . It is settled. I Brendel: Oh, what pleasures, what in- 
will approach this individual — will open toxications I have enjoyed in my time! 
personal negotiations — The mysterious bliss of creation — in the 

Rosmer: Are you really and seriously rough, as I said — applause, gratitude, 
standing at a turning-point? 20 renown, the wreath of bays — all these 

Brendel: Surely my own boy knows I have garnered with full hands quiver- 

that, stand he where he may, Ulric ing with joy. I have sated myself, in my 

Brendel always stands really and seri- secret thoughts, with a rapture — oh! so 

ously. — Yes, Johannes, I am going to intense, so inebriating — ! 
put on a new man- — to throw off the 25 Kroll: H’m. 

modest reserve I have hitherto main- Rosmer: But you have written noth- 

tained ing down? 

Rosmer: How—? Brendel: Not a word. The soulless toil 

Brendel: I am about to take hold of of the scrivener has always aroused a 
life with a strong hand; to step forth; to 30 sickening aversion in me. And besides, 
assert myself. We live in a tempestuous, why should I profane my own ideals, 
an equinoctial age. — I am about to lay when I could enjoy them in their purity 
my mite on the altar of Emancipation, by myself? But now they shall be offered 
Kroll: You, too? up. I assure you I feel like a mother who 

Brendel: [To them all.~\ Is the local 35 delivers her tender daughters into their 
public at all familiar with my occasional bridegrooms’ arms. But I will offer them 
writings ? up, none the less. I will sacrifice them on 

Kroll: No, I must candidly confess the altar of Emancipation. A series of 
that — carefully elaborated lectures — over the 

Rebecca: I have read several of them, .p whole country — 1 
My adopted father had them in his li- Rebecca: [With animation .] This is 
brary. nobleof you, Mr. Brendel! Youareyield- 

Brendel: Fair lady, then you have ing up the dearest thing you possess, 
wasted your time. For, let me tell you, Rosmer: The only thing, 
they are so much rubbish. 43 Rebecca: [Looking significantly at Ros- 

■Rebecca: Indeed! mer.J How many are there who do as 

Brendel: What you have read, yes. much — who dare do as much? 

My really important works no man or Rosmer: [Returning the look .] Who 
woman knows. No one — except myself, knows? 

Rebecca: How does that happen ■ 5°„, Brendel: My audience is touched. 

Brendel: Because they are not written. That does my heart good — and steels 
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my will So now I will proceed to action Rosmer That we can manage, too 
Sta\ — one thing moie [ 'To tlu Rector ] As soon as -you let us know your ad- 
Can you tell me, Herr Preceptor, — is dress, we will send the things in 

there such a thing as a Temperance So- Brtndel Not on anv account Pray 
ciety in the town? A Total Abstinence 5 do not let me give you an\ trouble 1 I 
Society ? 1 need scarcely ask will take the bagatelles with me 

Kroll \ es, there is I am the presi- Rosmtr As you please Come up- 

dent, at your sen ice stairs with me then 

Brendtl I saw it in your face 1 Well, Rebecca Let me go Madam Helseth 

it is by no me ins impossible that I may 10 and J will see to it 
come to you and enroll myself as a Brendel I cannot think of suffering 

member for a week this distinguished lady to — 

Kroll E\cuse me — we don’t receive Rebtcca Oh, nonsense 1 Come aloi'g, 

members bv the week Mr Brendel [ Slit goes out to tin ngh> ] 

Brtndtl 4 la bonne heure, Herr Peda- 15 Rosmer [Detaining linn J 1 ell me — is 
gogue Ulnc Brendel has never forced there nothing else I can do for vou f 
himself into that sort of Society Brendtl Upon my word, I know of 

[Turns ] But I must not prolong my nothing more Well, yes, damn it all — 
stay in this house, so rich in memones now that I think of it— 1 Johannes, do 
I must get on to the town and select a 20 you happen to ha\e eight crowns in 
suitable lodging I presume there is a your pocket ? 

decent hotel in the place Rosmer Let me see [Opens Ins purse'] 

Rebecca Mayn’t I offer you anything Here are two ten-crown notes 
before you go f Brendel Well, well, never mind 1 1 can 

Brendel Of what sort, gracious lady ? 25 take them I can always get them 
Rebecca A cup of tea, or— changed in the town Thanks in the 

Brendel I thank my bountiful hostess meantime Remember it was two tenners 
— but I am always loath to trespass on you lent me Good-night my own dear 
pm ate hospitality [// aces his hand ] boy Good-night, respected Sir [Goes 
Farewell, gentlefolks all 1 [Goes towards 30 out to the right Rosmer takts La*t of him, 
the door, but turns again J Oh, by the and shuts the door behind him"} 
way — Johannes — Pastor Rosmer — for Kroll Merciful Heaven — so that is 

the sake of our ancient friendship, will the Ulric Brendel people once expected 
you do vour former teacher a sen ice ? such great things of 

Rosmer Yes, with all my heart 35 Rosmer [Quietly J At least he has had 
Brendel Good Then lend me — foi a the courage to live his life his own way 
day or two — a starched shirt — with I don’t think that is such a small matter 

cuffs either 

Rosmer Nothing else ? Kroll What f A life like his 1 I almost 

Brendel For you see I am travelling belies e he has it in him to turn your 
on foot — at present. My trunk is being head afresh 

sent after me Rosmer Oh, no My mind is quite 

Rosmer Quite so But is there noth- clear now, upon all points 
ing else ? Kroll I wish I could believe it, my 

Brendel Well, do you know — perhaps 45 dear Rosmer You are so terribly 1m- 
you could spare me an oldish, well-worn pressionable ^ 

summer overcoat Rosmer Let us sit down I want to 

Rosmer Yes, yes, certainly I can talk to you 

Brendtl And if a respectable pair of Kroll Yes, let us [They seat them- 
boots happened to go along with the j 0 selves on the sofa J 
coat — Rosmer: [After a slight pan h J Don’t 
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you think we lead a pleasant and com- your heart to help on the work of cor- 
fortable life here? ruption and rum in this unhappy land 

kroll Yes, your life is pleasant and Rosmer It is the woik of emancipa- 
comfortable now — and peaceful You tion I wish to help on 
ha\e found yourself a home, Rosmer 5 kroll Oh, yes, 1 know I hat is what 
And I ha\ e lost mine both the tempters and their 1, ictims call 

Rosnui My dear friend, don’t say it But do you think there is any eman- 
that 1 Iil wound will heal again in time cipation to be expected from the spirit 
kroll Never, never 'Ihe barb will that is now poisoning our social life? 
always rankle Things can never be as 10 Rosnur I am not in love with the 
they were spirit that is in the ascendant, nor with 

Rosnur Listen to me, Kroll We have either of the contending parties I will 

been f is t friends for many and many a try to bring together men from both 

year Does it seem to you conceivable sides — as many as I can — and to unite 

that our friendship should ever go to 15 them as closely as possible I will devote 

wreck? my life and all my energies to this one 

kioll I know of nothing in the world thing — the creation of a true democracy 

that could estrange us What puts that in this country 

into your head? kroll So you don’t think we have 

Rosmer Y 7 ou attach such paramount 20 democracy enough already! For my 
importance to uniformity of opinions part it seems to me we are all in a fair 
and views way to be dragged down into the mire, 

Kroll No doubt, but vve two are in where hitherto only the mob have been 
practical agreement — at any rate on the able to thrive 

great essential questions 25 Rosmer That is just why I want to 

Rosmer [In a low voice J No, not now aw aken the democracy to its true task. 
kroll [Tries to spring up ] What is Kroll What task? 
this? Rosnur lhat of making all the peo- 

Rosnur [Holding him ] No, you must pie of this country noble — 
sit still — I entreat you, Kroll 30 Kroll All the people — ? 

Kroll What can this mean? I don’t Rosmer As many as possible, at any 
understand you Speak plainly rate 

Rosnur A new summer has bios- Kroll By what means? 
somed in my soul I see with eyes grown Rosnur Bv freeing their minds and 
young again And so now I stand — 33 purifying their wills 

kroll Where — where, Rosmer? kroll You are a dreamer, Rosmer 

Rosmer Where your children stand Will jou free them? Will you purify 
Kroll You? Y ou 1 Impossible* Where them? 
do you say you stand ? Rosmer No, my dear friend — -I will 

Rosmer On the same side as Laurits only try to arouse them to their task, 
and Hilda They themselves must accomplish it. 

Kroll [Bows his head 3 An apostate 1 Kroll And you think they can? 
Johannes Rosmer an apostate! Rosmer Yes. 

Rosmer I should have felt so happy Kroll By their own strength? 

— so intensely happy, in what you call 45 Rosnur. Yes, precisely by their own 
my apostasy But, nevertheless, I suf- strength There is no other, 

fered deeply, for I knew it would be a Kroll [Rises.'] Is this becoming Ian- 
bitter sorrow to j.ou guage for a priest? 

kioll Rosmer — Rosmer' I shall never Rosmer I am no longer a priest, 

get over this' [Looks gloomily at him J 50 Kroll Well but — the faith of yout 
To think that you, too, can find it in fathers — ? 
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Rosmer: It is mine no more. too, will try my strength. Could not 

Kroll: No more — ! you — from your side — help me in this, 

Rosmer: 1 Rises.] I have given it up. I Kroll? 
had to give it up, Kroll. Kroll: Never so long as I live will I 

Kroll: £ Controlling his agitation J Oh, 5 make peace with the subversive forces 
indeed — Yes, yes, yes. I suppose one in society. 

thing goes with another. Was this, then, Rosmer: Then at least let us fight 
your reason for leaving the Church? with honourable weapons — since fight 
Rosmer: Yes. As soon as my mind was we must, 
clear — as soon as I was quite certain 10 Kroll: Whoever is not with me in the 
that this was no passing attack of scepti- essential things of life, him I no longer 
cism, but a conviction I neither could know. I owe him no consideration, 
nor would shake off — then I at once left Rosmer: Does that apply to me, too? 
the Church. Kroll: It is you that have broken 

Kroll: So this has been your state of 15 with me, Rosmer. 
mind all this time! And we — your Rosmer: Is this a breach then? 

friends — have heard nothing of it. Kroll: This! It is a breach with all 

Rosmer — Rosmer — how could you hide who have hitherto been your friends, 

the miserable truth from us! You must take the consequences. 

Rosmer: Because it seemed to me a 20 [Rebecca West enters from the right, and 
matter that concerned myself alone. opens the door wide.] 

And besides, I did not wish to give you Rebecca: There now; he is on his way 
and my other friends any needless pain. to his great sacrifice. And now we can 
I thought I might live on here, as before, go to supper. Will you come in, Rector? 
quietly, serenely, happily. I wanted to 25 Kroll: [Takes up his hat.] Good-night, 
read, to bury myself in all the studies Miss West. I have nothing more to do 
that until then had been sealed books to here. 

me. I wanted to make myself thor- Rebecca: [Eagerly.] What is this? 
oughly at home in the great world of [Shuts the door and comes fonva rd.] Have 

truth and freedom that has been re- 30 you spoken ? 
vealed to me. Rosmer: He knows everything. 

Kroll: Apostate! Every word proves Kroll: We will not let you go, Rosmer. 
it. But why, then, do you confess your We will force you to come back to us. 
secret apostasy after all? And why just Rosmer: I can never stand where I 
at this time? 35 did. 

Rosmer: You yourself have driven me Kroll: We shall see. You are not the 
to it, Kroll. man to endure standing alone. 

Kroll: I? Have I driven you — ? Rosmer, •; I shall not be so completely 

Rosmer: When I heard of your vio- alone after all. — There are two of us to 
lence on the platform — when I read all 40 bear the loneliness together, 
the rancorous speeches you made — your Kroll: Ah — . [ 'A suspicion appears 

bitter onslaughts on your opponents — in his face . ] That too! Beata’s words 
the contemptuous invectives you heaped — ! 
on them — oh, Kroll, to think that you — Rosmer: Beata’s — ? 

you — could come to this! — then my 45 Kroll: [Shaking off the thought.*] No, 
duty stood imperatively before me. Men no — that was vile. Forgive me. 

are growing evil in this struggle. Peace Rosmer: What? What do you mean? 
and joy and mutual forbearance must Kroll: Don’t ask. Bah! Forgive me! 
once more enter into our souls. That is Good-bye! [Goes towards the entrance 

why I now intend to step forward and 50 door.] 

openly avow myself for what I am. I, Rosmer: [Follows him.'] Kroll! Our 
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friendship must not end like this. 1 will supper things, Madam Helseth. Mr. 
come and see you to-morrow. Rosmer doesn’t want anything, and the 

Ktoll: [In the hall, turns.'] You shall Rector has gone home, 
never cross my threshold again. [ lie Madam Helseth: Has the Rector 
takes up his stick and goes out.] [ Rosmer 5 gone? What was the matter with him? 
stands for a moment in the doorway; then Rebecca: [ ' Takes up her crochet work.] 
shuts the door and walks up to the tabled] He said he thought there was a heavy 

Rosmer: It does not matter, Rebecca, storm brewing 

We will see it out, we two faithful Madam Helseth: What a strange no- 
friends — you 1 and I. 10 tion! There’s not a cloud in the sky this 

Rebecca: What do you think he meant evening, 
when he said “That was vile”? Rebecca: Let us hope he mayn’t meet 

Rosmer: Don’t trouble about that, the White Horse! I’m afraid we shall 
dear. He himself didn’t believ e what was soon be hearing something from the 
in his mind. To-morrow I will go and 15 bogies now. 

see him. Good-night! Madam Helseth: Lord forgive you, 

Rebecca: Are you going upstairs so Miss! Don’t say such awful things, 
early to-night? After this? Rebecca: Well, well, well — 

Rosmer: To-night as usual. I feel so Madam Helseth: [Softly.] Do you 

relieved, now it is over. You see — I am 20 really think some one is to go soon, Miss? 
quite calm, Rebecca. Do you, too, take Rebecca: No; why should I think so? 
it calmly. Good-night! But there are so many sorts of white 

Rebecca: Good-night, dear friend! horses in this world, Madam Helseth. — 
Sleep well! [Rosmer goes out by the hall Well, good-night. I shall go to my room 
door; his steps are heaid ascending the 25 now. 

staircase.] [Rebecca goes and pulls a Madam Helseth: Good-night, Miss. 
bell-rope near the stove. Shortly after, [Rebecca goes out to the right, with her 
Madam Helseth enters from the right.] crochet work.] 

Rebecca: You can take away the Madam Helseth: [Turns the lamp 

1 From this point, and throughout when 3 ° down, shaking her head and muttering to 
alone, Rosmer and Rebecca use the du of herself I] Lord Lord! That Miss West! 
intimate friendship in speaking to each other. The things she does say! 


THE MECHANICS OF ACT I 

Act I manages the introduction of the characters, the general exposition, 
and the statement of the problem very skillfully — more skillfully, indeed, 
than any of the plays we have read except Lady Windermere’s Fan. This 
skill is characteristic of Ibsen, who was intensely concerned with technical 
problems, and Act I well illustrates his methods. By now the student should 
be able to recognize most of the methods used, and this discussion, there- 
fore, consists largely of questions and suggestions. 

1. Minor characters, especially servants, are frequently used for exposi- 
tion. Here Madam Helseth is so used at the beginning. Is her conversa- 
tion with Rebecca forced or natural? Trace the steps by which Ibsen works 
ahead from a minor action to an important subject of conversation. 

2. What parts of this dialogue begin the characterization of Rebecca? 

3. Notice how Ibsen introduces very concrete images — the footbridge 
and the white horse. How does this technique start us moving forward, 
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introduce “suspense”? How does Ibsen especially focus our attention on 
the footbridge? 

4. Why does Ibsen so arrange mailers that Kroll talks alone with 
Rebecca before Rosmersholm arrives? Does this facilitate the exposition? 
Note with what naturalness the subject of Beata is first introduced. What 
is the purpose of having Kroll twice make references to his domestic situa- 
tion before he really discusses it? Why does Kroll’s discussion of the 
political situation seem perfectly suitable? What is the justification for 
cutting short this discussion and then reintroducing it later in the Act? 
Why is Ibsen so careful to establish ages? 

5. What does the Kroll-Rebecca dialogue do by way of characterization? 
Why is Ibsen at pains to indicate that Kroll is perfectly willing to accept 
Rebecca as Rosmer’s wife, and that he has no bitterness because of Beata? 
How does Ibsen especially stress this fact so that we will remember it later? 
Note how this matter provides a connecting link with the new dialogue 
that begins after Rosmer’s entry. 

6. Why is it necessary at this point to have Rosmer and Rebecca speak 
openly and easily of Beata? What would be the effect if they appeared to 
avoid the subject? 

7. Note the irony (in view of later developments) of Kroll’s saying that 
he must come out to see these “dear, good” people every day. Is there any 
other irony in Act I? What is the point of having Kroll tell Rebecca that 
of course she, as a woman, will be taking no part in civil troubles? 

8. How does Ibsen attempt to make Rebecca's “aside” to Rosmer, “Do 
it now,” look natural and not forced? What do we begin to learn about the 
character of Rebecca and about the relationship between her and Rosmer? 

9. Does Ibsen suggest that in Kroll there are other elements besides his 
/devotion to an ideal? Consider what he says about his “will” at home. 
(What is suggested by his sense of the “prestige-value” of Rosmer to his 

political group? 

10. Ibsen indicates that Rosmer is “relieved” when Madam Helseth 
announces a visitor. Why? Why does Ibsen introduce some talk about 
Brendel before he appears on the stage? Does this appear to help develop 
a theme already introduced? Is it possible that Ibsen, who usually makes 
careful advance preparations for what is to happen, is relying too much on 
coincidence in the matter of Brendel’s arrival? Do any lines spoken by 
Brendel help to explain his presence at this moment in the town? 

There is still another possibility to consider, namely, that the meaning of 
Brendel’s visit tends to cover up the fact that it is somewhat unprepared 
for. We might reason that Brendel represents an influence which is bound 
to be present in some form, and that the details of making the influence 
felt are less important than the influence itself. 

Ibsen gives almost a quarter of the act to Brendel — a large amount of 
space for a secondary character — and thus shows what importance he 
attaches to Brendel. What is that importance? His very poverty shows 
that he has made no compromise with conventional life. Rosmer, we have 
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seen, is diffident, hesitant to commit himself, but Brendel’s spirit drives 
him to act. He too has acquired the spirit of no-compromise; perhaps 
Brendel’s presence is to symbolize what happens, and must happen, to 
Rosmer. That, at any rate, is one possible approach to the problem. 

But Brendel is used in several other ways: (i) He shows further the in- 
fluence of past on present. (2) He helps characterize Kroll, and his effect 
on Rebecca sheds further light on her. (3) We learn more about Rosmer 
through the reference to his home life in the past. (4) Brendel’s initial mis- 
taking of Kroll for Rosmer has a strong suggestive value. (5) Brendel’s 
reference to the charm and beauty of Rebecca prepare for what he is to say 
about her later. (6) His sardonic tone and the severity of his humor provide 
an excellent contrast to the relative straightforwardness of Kroll and 
Rosmer. (7) Brendel’s rapidity in going to the heart of things, which is 
appropriate to his character, provides a good example of the foreshortening 
characteristic of drama. 

11. Note the structure of the act: each scene helps lead up to the climac- 
tic dialogue between Kroll and Rosmer. There is, however, another compli- 
cation in the structure of the act. Kroll’s final lines, “You shall never 
cross my threshold again,” would, by most stage conventions, close the 
act admirably. But Ibsen adds two short scenes, milder in tone. What is 
accomplished in the brief scene between Rosmer and Rebecca? By that 
between Rebecca and Madam Helseth? Does it foreshadow future events? 
Is the symbolic meaning of the white horse becoming clear? Is there any 
dramatic usefulness in the contrast between Rebecca and Madam Helseth? 

Could it be argued that the final scenes show that Ibsen wishes not only 
to focus our attention on the main clash but to go right ahead to consider 
the meaning and probable consequences of the clash ? 

12. That meaning, we can see taking shape in the nature of the basic 
conflict. This conflict, it is already suggested, is one between tradition and 
“emancipation,” orthodoxy and rationalism, “blood” and intellect. What 
other conflicting elements do you find suggested? What are the passages 
which especially call attention to the conflict? Very early in the play 
Rebecca and Madam Helseth talk about the relationship between the 
living and the dead at Rosmersholm. Does this interchange give us an 
early clue to the conflict? What is the significance, with regard to the whole 
complex of meanings involved in the conflict, of: (1) Kroll’s ironic change 
of mind about seeing Rosmer and Rebecca again ? (2) Kroll’s ironic change 
of mind abouc the relationship between Rosmer, Rebecca, and Beata? 
(3) Kroil’s telling Rosmer that he is “impressionable” and that the con- 
servatives will win him back? Consider what light is shed on the mattei 
by Rebecca’s manner with Rosmer. 
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ACT SECOND 

[Johannes Rosmer’s study. En- 
trance door on the left. At the back, a 
doorway with a curtain drawn aside, 
leading into Rosmer’s bedroom. On the 
right a window, and in front of it a 
writing-table covered with books and 
papers. Book-shelves and cases round 
the room. The furniture is simple. On 
the left, an old-fashioned sofa, with a 
table in front of it.] 


Rosmer: Vexed? How can you think 
_? 

Rebecca: Well, it was perhaps rathei 
indiscreet of me but — 

5 Rosmer: Let me hear what it was. 

Rebecca: Yesterday evening, when 
Ulric Brendel was leaving — I gave him 
a note to Peter Mortensgard. 

Rosmer: {A little doubtful .] Why, my 
0 dear Rebecca — Well, what did you 
say? 

Rebecca: I said that he would be doing 
you a service if he would look after that 


_ , . .... unfortunate creature a little, and help 

{Johannes Rosmer, m an indoor jacket, hjm in he could . 

is sitting in a high-backed chair at the Rosmer: Dear, you shouldn’t have 
writing-table. He is cutting and turning done that Y ou have only done Brendel 
over the leaves of a pamphlet, and reading harm And Mortensgard is not a man I 

little here and there, rhere is a knock care tQ havfi anything t0 do with . You 

at the oor on t e left j. 2D j_ now Q f t h at Q i d episode between us. 


Rosmer: {Without moving.'] Come in. Rebecca: But don’t you think it would 


Rebecca West: {Enters, dressed in a be as well to make it up with him again? 
morning gown.] Good morning. Rosmer: I? With Mortensgard? In 

Rosmer: {Turning the leaves of the what way do you mean? 
pamphlet.] Good morning, dear. Do you 25 Rebecca: Well, you know you can’t 
want anything? feel absolutely secure now — after this 

Rebecca: I only wanted to hear if you breach with your old friends, 
had slept well. Rosmer: {Looks at her and shakes his 

Rosmer: Oh, I have had a beautiful, head.] Can you really believe that Kroll 
peaceful night. [ Turns .] And you? 30 or any of the others would try to take 
Rebecca: Oh, yes, thanks — towards revenge on me? That they would be 

morning — capable of — ? 

Rosmer: I don’t know when I have Rebecca: In the first heat of anger, 
felt so light-hearted as I do now. I am dear — . No one can be sure. I think — 

so glad I managed to speak out at 35 after the way the Rector took it — 
last. Rosmer: Oh, you ought surely to 

Rebecca: Yes, it is a pity you remained know him better than that. Kroll is a 
silent so long, Rosmer. gentleman, to the backbone. I am going 

Rosmer: I don’t understand myself into town this afternoon to talk to him. 
how I could be such a coward. 40 I will talk to them all. Oh, you shall 

Rebecca: It wasn’t precisely coward- see how easily it will all go — {Madam 
ice — Helseth appears at the door on the left.] 

Rosmer: Oh, yes, dear — when I think Rebecca: {Rises .] What is it, Madam 
the thing out, I can see there was a touch Helseth ? 

of cowardice at the bottom of it. 45 Madam Helseth: Rector Kroll is 

Rebecca: All the braver, then, to make downstairs in the hall. 


the plunge at last. {Sits on a chair at the Rosmer: {Rises hastily.] Kroll! 

i writing-table , close to him.] But now I Rebecca: The Rector! Is it possible — 

want to tell you of something I have Madam Helseth: He wants to know < c 
done — and you mustn’t be vexed with 50 he may come upstairs, Mr. Rosmer. 
me about it. Rosmer: {To Rebecca.] What did 1 tell 
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you? — Of course he may. [Goes to the Kroll: It will be a long story, Rosmer. 
door and calls down the stairs .] Come up, Let me begin with a sort of introduction, 
dear friend! I am delighted to see you. I can give you news of Ulric Brendel. 
j” Rosmer stands holding the door open. Rosmer: Has he called on you? 

Madam Ilelseth goes out. Rebecca draws 5 Kroll: No. He took up his quarters in 

the curtain before the doorway at the back, a low public-house — in the lowest com- 

and then begins arranging things in the pany of course — and drank and stood 

room . ] [Rector Kroll enters, with his hat treat as long as he had any money. Then 
in his hand.] he began abusing the whole company 

Rosmer: [With quiet emotion.'] I knew 10 as a set of disreputable blackguards — 
it couldn’t be the last time — and so far he was quite right — where- 

Kroll: I see things to-day in quite a upon they thrashed him and pitched him 
different light from yesterday. out into the gutter. 

* Rosmer: Ah yes, Kroll; I was sure you Rosmer: So he is incorrigible after all. 
would, now that you have had time to 15 Kroll: He had pawned the coat, too; 
reflect. but I am told that has been redeemed 

Kroll: You misunderstand me com- for him. Can you guess by whom? 
pletely. [Lays his hat on the table beside Rosmer: Perhaps by you? 
the sofa.] It is of the utmost importance Kroll: No; by the distinguished Mr. 
that I should speak to you, alone. 20 Mortensgard. 

Rosmer: Why may not Miss West Rosmer : Ah, indeed. 

— ? Kroll: I understand that Mr. Bren- 

Rebecca: No no, Mr. Rosmer. I will go. del’s first visit was to the “idiot” and 
Kroll: [Looks at her from head to foot.] “ plebeian.” 

( And I must ask Miss West to excuse my 25 Rosmer: Well, it was lucky for him — 
coming at such an untimely hour — Kroll: To be sure it was. [Leans over 
taking her unawares before she has had the table towards Rosmer.] And that 
had time to — brings me to a matter it is my duty to 

Rebecca: [Surprised.] What do you warn you about, for our old — for our 
mean ? Do you see any harm in my 30 former friendship’s sake, 
wearing a morning gown about the Rosmer: My dear Kroll, what can 

house? that be? 

Kroll: Heaven forbid! I know nothing Kroll: It is this: there are things going 
of what may now be customary at on behind your back in this house. 
Rosmersholm. 35 Rosmer: How can you think so? Is it 

’ Rosmer: Why, Kroll — you are not Reb — is it Miss West you are aiming at? 

yourself to-day! Kroll: Precisely. I can quite under- 

Rebecca: Allow me to wish you good stand it on her part. She has so long 
morning, Rector Kroll. [She goes out to been accustomed to have everything her 
the left.] 40 own way here. But nevertheless — 

Kroll: By your leave — £Sitr on Rosmer: My dear Kroll, you are 

sofa.] utterly mistaken. She and I — we have 

Rosmer: Yes, Kroll, sit down, and let no concealments from each other on 
us talk things out amicably. [He seats any subject whatever. 
himself in a chair directly opposite to the 45 Kroll: Has she told you, then, that 
Rector.] she has entered into correspondence 

Kroll: I haven’t closed an eye since with the editor of the “Beacon”? 
yesterday. I have been lying thinking Rosmer: Oh, you are thinking of the 
and thinking all night. few lines she sent by Ulric Brendel? 

Rosmer: And what do you say to 50 Kroll : Then you have found it out. 
things to-day? And do you approve of her entering 
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into relations with a scurrilous scribbler, Rosmer If the doctors had ever seen 
‘who ne\er lets a week pass without her as I ha\ e so often seen her, for days 
holding me up to ridicule, both is a and nights together, rhe\ would hate 
schoolmaster and as a public man' had no doubts. 

Rosnur My dear Kroll, I don’t 5 Kroll I had no doubts either — then 
suppose that side of the matter e\er en- Rosmer Oh, no, unhappily, there 
tered her head And besides, of course she wasn't the smallest room for doubt I 
has full liberty of action, just as I has e hate told you of her wild frenzies of 
Kroll Indeed? Ah, no doubt that passion — which she expected me to re- 
follows from vour new line of thought loturn Oh, how they appalled me! And 
For Miss \\ est presumably shares your then her causeless, consuming self-re- 
present standpoint? , proaches during the last few years 

Rosmtr Yes, she does We two have Kroll \ es, when she had leirnt that 
worked our way forward in faithful she must remain childless all her life 
comradeship ij Rosmer Yes, just think of that 1 Such 

Kroll \_Looks at him and s!oul\ shakes terrible, haunting agony of mind about 

his head~] Oh, you blind, deluded being 1 a thing utterly beyond her control — I 

Rosmer I? Why do you say that? How could you call her responsible for 
Kroll Because I dare not — I will not her actions? 
think the worst No no, let me say my 20 Kroll H’m — Can you remember 
say out — You really do value my whether you had any books m the house 
friendship, Rosmer? And my respect at that time treating of the rationale of 
too? Do vou not 3 marriage — according to the “ad\ anced” 

Rosmer I surely need not answer that ideas of the day? 
question 25 Rosmer I remember Miss West lend- 

Kroll Well, but there are other ques- ing me a work of the kind The Doctor 

tions that do require an answer — a full left her his library, you know But, my 

explanation on your part — Will you dear Kroll, you surely cannot suppose 

submit to a sort of investigation — ? we were so reckless is to let inv poor 

Rosmer Investigation? 30 sick wife get hold of any such ideas’ 

Kroll Yes, will you let me question I can solemnly assure you that the fault 

you about certain things it may pain was not ours It was her own distemper'd 

you to be reminded of? You see — this brain that drove her into these w Id 

apostasy of yours — well, this emancipa- aberrations 

tion, as you call it — is bound up with 35 Kroll One thing at any rate I can tell 
many other things that for your own you, and that is, that poor, overstrung, 

sake you must explain to me tortured Beata put an end to her life m 

Rosmer My dear Kroll, ask what order that you might liv e happily — live 

questions you please I have nothing to freely, and — after your own heart 
conceal 40 Rosmer \_Starts half 11 p from his chair ] 

Kroll Then tell me — what do you What do you mean by that? 
think was the real, the ultimate reason Kroll Listen to me quietly, Rosmer, 
why Beata put an end to her life? for now I can speak of it In the last year 

Rosmer Can you have any doubt on of her life she came to me twice to pour 

the subject? Or, rather, can you ask for 45 forth all her anguish and despair 
reasons for what an unhappy, irre- Rosmer On this same subject? 
sponsible invalid may do? Kroll No The first time she came, 

Kroll Are you certain that Beata was it was to declare that you were on the 
completely irresponsible for her actions? road to perversion — tint you were going 
The doctors, at any rate, were by no 50 to break with the faith of your fathers 
means convinced of it. Rosmer: \_Eagtrly J What you say is 
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impossible, Kroll. Absolutely impossible! Rosmer: But afterwards, why did you. 
You must be mistaken. not — ? Why have you said nothing 

Kroll: And why? about all this? 

Rosmer: Because while Beata w as Kroll: What good would it have done 
alive I was still wrestling with myself in 5 for me to come torturing and harassing 

doubt. And that light I fought out alone you still further? I took all she said for 

and in utter silence. I don’t think even mere wild, empty ravings — until yes- 

Rebecca — terday evening. 

Kroll: Rebecca? Rosmer: Then you have now changed 

Rosmer: Oh, well — Miss West. I call 10 your opinion? 
her Rebecca for convenience’ sake. Kroll: Did not Beata see quite clearly 

Kroll: So I have remarked. when she declared you were about to 

Rosmer: So it is inconceivable to me desert the faith of your fathers? 

how Beata could have got hold of the Rosmer: £ Looks fixedly, straight before 
idea. And why did she not speak to me 15 //{;«.] I cannot understand it. It is the 
about it? She never did — she never said most incomprehensible thing in the 
a single word. world. 

Kroll: Poor creature — she begged and Kroll: Incomprehensible or not — 

implored me to talk to you. there it is. And now I ask you, Rosmer, 

Rosmer: And why did you not? 20 — how much truth is there in her other 

Kioll: At that time I never for a mo- accusation? The last one, I mean, 
ment doubted that she was out of her Rosmer: Accusation? Was that an ac- 
mind. Such an accusation against a cusation? 

man like you! — And then she came Kroll: Perhaps you did not notice the 
again — about a month later. This time 25 way she worded it. She had to go, she 
she seemed outwardly calmer; but as said — why? 

she was going she said : “They may soon Rosmer: In order that I might marry 
expect the White Horse at Rosmers- Rebecca — 

holm now.” Kroll: These were not precisely her 

Rosmer: Yes, yes. The White Horse — 30 words. Beata used a different expression, 
she often spoke of it. She said: “I have not long to live; for 

Kroll: And when I tried to divert her Johannes must marry Rebecca at once, 
mind from such melancholy fancies, she Rosmer: £ Looks at him for a moment; 
only answered : “ I have not long to live; then 1 isesiy Now I understand you, Kroll. 
for Johannes must marry Rebecca at 35 Kroll: And what then? What is your 
once.” answer? 

Rosmer: Almost speechlessly What do Rosmer: [ Still quiet and self-re- 
yon say? I marry — ? strained. J To such an unheard-of — ? 

Kroll: That was on a Thursday after- The only fitting answer would be to 
noon — . On the Saturday evening she 40 point to the door, 
threw herself from the bridge into the Kroll: f_Risesl] Well and good, 
mill-race. Rosmer: [ Stands in front of him.' ] 

Rosmer: And you never warned Listen to me. For more than a year — 
us — ! ever since Beata left us — Rebecca West 

Kroll: You know very well how often 45 and I have lived alone here at Rosmers- 
she used to say that she felt her end was holm. During all that time you have 
near. known of Beata’s accusation against us. 

Rosmer: Yes, I know. But neverthe- But I have never for a moment noticed 
less — you should have warned us! that you disapproved of Rebecca’s living 

Kroll: I did think of it; but not till too 50 in my house, 
late. Kroll: I did not know till yesterday 
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evening that it was an unbelieving man Rosmer Oh, how little you really 
who was living with an — emancipated know me — 1 

woman A roll Don’t interrupt me What I 

Rosmer Ah — 1 Ihen you do not mean is this if your present mode of life 
believ e that purity of mind is to be 5 with Miss West is to continue, it is ib- 
found among the unbelieving and the solutely necessary that the change of ^ 
emancipated ? You do not believe that views — the unhappy backsliding— 

morality may be an instinctive law of brought about by her evil influence, 

/ their nature 1 should be hushed up Let me speak I Let 

Kroll I have no great faith in the 10 me speak 1 I say, if the worst comes to 
morality that is not founded on the the worst, in Heaven’s name think and 

teachings of the Church believe whatever you like about every- 

Rosmer And vou mean this to apply thing under the sun But you must keep 

to Rebecca and me' To the relation be- your views to yourself 1 hese things are 

tween us two — ? r 5 purely personal matters, after all There 

Kroll Not even out of consideration is no need to proclaim them from the 
for you two can I depart from my housetops 

opinion that there is no unfathomable Rosmer I feel it an absolute necessity 
gulf between free thought and — h’m — to get out of a false and equivocal posi- 

Rosmer And what ? 20 tion 

Kroll —and free love, — since you Kroll But you have a duty towards 
vv ill have it the traditions of your race, Rosmerl 

Rosmer [In a lo-v voice ] And you Are Remember that' Rosmersholm has, so 
not ashamed to say this to me 1 You, who to speak, radiated morality and order 
have known me from my earliest youth I 25 from time immemorial— yes, and re- 
Kroll For that very reason I know spectful conformity to all that is ac- 
how easily you are influenced by the cepted and sanctioned by the best 
people you associate with And this people The whole district has taken its 
Rebecca of yours— well, Miss West stamp fiom Rosmersholm It would lead 
then — we really know little or nothing 30 to deplorable, irremediable confusion if 
about her In short, Rosmer — I will not it were known that you had broken with 

give you up And you — you must try to what I mav call the hereditary idea of 
sav e yourself in time the house of Rosmer 

Rrsmer Save myselP How — ? Rosmer My dear Kroll, I cannot see 
£ Madam Helseth peeps in at the door ore 35 the matter in that light I look upon it 
the left ] as my imperative duty to spread a little 

Rosmer What do you want’ light and gl idness here, where the Ros- 

Afadam II el reth I wanted to ask Miss mer family has from generation to gen- 
West to step downstairs eration been a centre of darkness and 

Rosmer Miss West is not up here 40 oppression 

Madam Helseth Isn’t she ? [Looks Kroll [Looks at him severely ] Yes, 
round the room ] Well, that’s strange that would be a worthy life-work for the 
[She goes'] last of your race 1 No, Rosmer, let such 

Rosmer You were saying — ? things alone, you are the last man for 

Kroll Listen to me I am not going to 45 such a task You were born to be a quiet 
inquire too closely into the secret history student 

of wlnt went on here in Beata’s life- Rosmer Perhaps so But for once m a 
time — - ind m ly still be going on I know way I mean to bear my part in the battle 
that your marriage was a most unhappy of life 

one, and I suppose that must be taken 50 Kroll And do you know what that 
as some sort of excuse — battle of life will me in for you ? It will 
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mean a life-and-death struggle with all thing of the sort left. [Peter Mortensgard 
your friends. enters softly and quietly from the left. He 

Rosin, v: [Quietly.] They cannot all be is a small, wiry man with thin reddish 
such fanatics as you. hair and heard .] 

Kroll: You are a credulous creature, 5 Kroll: [With a look of hatred,"] Ah, 
Rosmer. An inexperienced creature, too. here we have the “Beacon” — burning 
You have no conception of the over- at Rosmersholm! [Buttons his coat.] 
whelming storm that will burst upon Well, now I can no longer hesitate what 
you. [ 'Madam Ilelseth looks in at the door course to steer. 

on the left.] 10 Mortensgard: [Deferentially.] The 

Madam Ilelseth: Miss West wants to “Beacon” may always be relied upon to 
know — light the Rector home. 

Rosmer: What is it? Kroll: Yes; you have long shown your 

Madam Ilelseth: There’s a man down- goodwill. To be sure there's a corn- 
stairs wanting to have a word with the 15 mandment about bearing false witness 
Pastor. against your neighbour — 

Rosmer: Is it the man who was here Mortensgard: Rector Kroll need not 
yesterday evening? instruct me in the commandments. 

Madam Ilelseth: No, it’s that Mor- Kroll: Not even in the seventh? 
tensgard. 20 Rosmer: — Kroll — ! 

Rosmer: Mortensgard? Mortensgard: If I needed instruction, 

K.-o'l: Aha! So it has come to this, it would rather be the Pastor’s business, 
has it? — Already! Kroll: [ With covert sarcasm.] The 

Rosmer: What does he want with me? Pastor’s? Oh, yes, UnquestionablyPastor 
Why didn’t you send him away? 25 Rosmer is the man for that. — Good luck 

Madam Ilelseth: Miss West said I was to your conference, gentlemen ! [ Goes out 
to ask if he might come upstairs. and slams the door behind him.] 

Rosmer: Tell him I’m engaged — Rosmer: [Keeps his eyes fixed on the 

Kroll: [To Madam Ilelseth.] Let him closed door and says to himself.] Well, 
come up, Madam Helseth. [Madam 30 well — so be it them [Turns.] Will you 
Ilelseth goer.] be good enough to tell me, Mr. Mortens- 

Kroll: [Takes up his hat.] I retire from gard, what brings you out here to me? 
the field — for the moment. But the main Moitensgaid: It was really Miss West 
battle has yet to be fought. I came to see. I wanted to thank her for 

Rosmer: On my honour, Kroll — I 35 the friendly note I received from her 
have nothing whatever to do with Mor- yesterday. 

tensgard. Rosmer: I know she wrote to you. 

Kroll: I do not believe you. On no Have you seen her then ? 
subject and in no relation whatever will Mortensgard: Yes, for a short time. 
I henceforth believe you. It is war to the \o[S miles slightly.] I hear there has been a 
knife now. We will try whether we can- certain change of views out here at 
not disarm you. Rosmersholm. 

Rosmer: Oh, Kroll — how low — how Rosmer: My views are altered in 

very low you have sunk! many respects. I might almost say in all. 

Kroll: I? And you think you have the 45 Mortensgard: So Miss West told me; 
right to say that to me! Remember and that’s why she thought I had better 
Beata! come up and talk things over with the 

Rosmer: Still harping upon that? Pastor. 

Kroll: No. You must solve the Rosmer: What things, Mr. Mortens- 
enigrna of the mill-race according to 50 gard? 

your own conscience — if vou have anv- Mortenszard: May I announce in the 
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it is too late now. You have branded me 
once for all — branded me for life. I 
suppose you can scarcely understand 
what that means. But now you may 
perhaps come to feel the smart of it 
yourself, Pastor Rosmer. 

Rosrner: I? 

Mortensgard: Yes. You surely don’t 
suppose that Rector Kroll and his set 
will ever forgive a desertion like yours? 1 1 
hear the “County News ” is going to be 
very savage in future. You, too, may 
find yourself a marked man before long. 

Rosmer: In personal matters, Mr. 
Mortensgard, I feel myself secure from i 
attack. My life is beyond reproach. 

Mortensgard: [ 'With a sly smiled] 
That’s a large word, Mr. Rosmer. 

Rosmer: Perhaps; but I have a right 
to use it. a 

Mortensgard: Even if you were to 
scrutinise your conduct as closely as 
you once scrutinised mine? 

Rosmer: Your tone is very curious. 
What are you hinting at? Anything! 
definite? 

Mortensgard: Yes, something definite. 
Only one thing. But that might be bad 
enough, if malicious opponents got wind 
of it. 3 

Rosmer: Will you have the kindness 
to let me hear what it is? 

Mortensgard: Cannot you guess for 
yourself, Pastor? 

Rosmer: No, certainly not. I have not 3 
the slightest idea. 

Mortensgard: Well, well, I suppose I 
must come out with it then. — I have in 
my possession a strange letter, dated 
from Rosmersholm. 4 

Rosmer: Miss West’s letter, do you 
mean? Is it so strange? 

Mortensgard: No, there’s nothing 
strange about that. But I once received 
another letter from this house. 4 

Rosmer: Also from Miss West? 

Mortensgard: No, Mr. Rosmer. 

Rosmer: Well then, from whom? 
From whom? 

Mortensgard: From the late Mrs. 5 
Rosmer. 


Rosmer: From my wife! You received 
a letter from my wife! 

Mortensgard: I did. 

Rosmer: When? 

5 Mortensgard: Towards the close of 
Mrs. Rosmer's life. Perhaps about a 
year and a half ago. That is the letter I 
call strange. 

Rosmer: I suppose you know that my 
o wife’s mind was affected at that time. 

Mortensgard: Yes; I know many pec* 
pie thought so. But I don’t think there 
was anything in the letter to show it. 
When I call it strange, I mean in an- 
5 other sense. 

Rosmer: And what in the world did 
my poor wife take it into her head to 
write to you about? 

Mortensgard: I have the letter at 
ohome. She begins to the effect that she 
is living in great anxiety and fear; there 
are so many malicious people about 
here, she says; and they think of nothing 
but causing you trouble and injury. 

5 Rosmer: Me? 

Mortensgard: Yes, so she says. And 
then comes the strangest part of all. 
Shall I go on, Pastor Rosmer? 

Rosmer: Assuredly! Tell me every- 
o thing, without reserve. 

Mortensgard: The deceased lady begs 
and implores me to be magnanimous. 
She knows, she says, that it was her hus- 
band that had me dismissed from my 
5 post as teacher; and she conjured me by 
all that’s sacred not to avenge myself. 

Rosmer: How did she suppose you 
could avenge yourself? 

Mortensgard: The letter says that if I 
o should hear rumours of sinful doings at 
Rosmersholm, I am not to believe them; 
they are only spread abroad by wicked 
people who wish to make you unhappy. 

Rosmer: Is all that in the letter? 

S Mortensgard: You may read it for 
yourself, sir, when you please. 

Rosmer: But I don’t understand — ! 
What did she imagine the rumours to be 
about? 

o Mortensgard: Firstly, that the Pastor 
had deserted the faith of his fathers. 
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2 SO 

Your wife denied that absolutely — Mortensgard: I shall omit nothing 

then. And next — h’m — that the public need know. [lie bows and 

Rnsnur: Next? goes out. Rosmer remains standing in the 

Moth I'sga’d: Well, next she writes — doorway while he goes down the stairs. 

rather confusedly — that she knows 5 The outer door is heard to close. "2 

nothing of any sinful intrigue at Ros- Rosmer: [/« the doorway, calls softlyi] 
mershohn: that she has ne\er been Rebecca! Re — H’m. [HloiidT} Madam 

wronged in any way. And if any such Helseth, — is Miss West not there? ' 

rumours should get about, she implores Madam Ihlseth: [From the hall. ] No, 
me to say nothing of the matter in the 10 Pastor Rosmer, she’s not here. [The 
“Beacon.’’ cut tain at the hack is drawn aside. Re- 

Ros me r : Is no name mentioned? bccca appears in the doorway .3 

Moi:e isgnrd: None. Rebecca: Rosmer! 

Rnsnu r: W ho brought you the letter? Rosmer: [ Turns. ] What! W’ere you in 

Mor'ei sgard: I have promised not to 15 my room? My dear, what were you 
say. It was handed to me one evening, doing there? 

at dusk. Rebecca: [Goes up to him. 2 I was lis- 

Rosmer: If you had made inquiries at tening. 
the time, you would have learnt that my Rosmer: Oh, Rebecca, how could you? 

poor, unhappy wife was not fully ac- 20 Rebecca: I could not help it. He said 

countable for her actions. it so hatefully — that about my morning 

Mortensgard: I did make inquiries, gown — 

Pastor Rosmer. But I must say that was Rosmer: Then you were there when 
not the impression I received. Kroll — ? 

Rosmer: W T as it not? — But what is 25 Rebecca: Yes. I wanted to know what 
your precise reason for telling me now was lurking in his mind, 
about this incomprehensible old letter? Rosmer: I would have told you. 

Morlensgtird: To impress on you the Rebecca: You would scarcely have 
necessity for extreme prudence. Pastor told me all. And certainly not in his own 
Rosmer. 30 words. 

Rosmer: In my life, do you mean? Rosmer: Did you hear everything, 

M irtensgdrd: Yes. You must remem- then? 
her that from to-day you have ceased to Rebecca: Nearly everything, I think, 
be a neutral. I had to go downstairs for a moment 

Rnsnur: Then you have quite made 35 when Mortensgard came, 
up vour mind that I must have some- Rosmer: And then you came back 
thing to conceal? again — ? 

Mortensgard: I don’t know why an Rebecca: Don’t be vexed with me, 
emancipated man should refrain from dear friend! 

living his life out as fully as possible. 4dj Rosmer: Do whatever you think right. 
But, as I said before, be exceedingly fYou are mistress of your own actions. — 
cautious in future. If anything should But what do you say to all this, Rebecca 

get abroad that conflicts with current — ? Oh, I seem never to have needed 

prejudices, you may be sure the whole you so much before! 
liberal movement will have to suffer for 45 Rebecca: Both you and I have been 
it — Good-bye, Pastor Rosmer. prepared for what must happen some 

Rot met: Good-bye. time. 

Mort-'iisgtrd: I shall go straight to the Rosmer: No, no — not for this, 

office and have the great news put into Rebecca: Not for this? 

the "Beacon." 5° Rosmer: I knew well enough that 

Rosmer: Yes; omit nothing. sooner or later our beautiful, pure 
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friendship might be misinterpreted and 
soiled. Not by Kroll — I could never have 
believed such a thing of him — but by all 
those other people with the coarse souls 
and the ignoble eyes. Oh yes — I had 
reason enough for keeping our alliance 
so jealously concealed. It was a danger- 
ous secret. 

Rebecca: Oh, why should we care 
what all those people think! We know in i 
f our own hearts that we are blameless. 

Rosmer: Blameless? I? Yes, I thought 
so — till to-day. But now — now, Re- 
becca — ? 

Rebecca: Well, what now? i 

Rosmer : How am I to explain Beata’s 
terrible accusation? 

Rebecca: [Vehemently f] Oh, don’t 
speak of Beata! Don’t think of Beata 
any more! You were just beginning to i 
shake off the hold she has upon you, 
even in the grave. 

Rosmer: Since I have heard all this, 
she seems, in a ghastly sort of way, to 
be alive again. 2 

Rebecca: Oh no — not that, Rosmer! 
Not that! 

Rosmer: Yes, I tell you. We must try 
to get to the bottom of this. What can 
possibly have led her to misinterprets 
things so fatally? 

Rebecca: You are surely not beginning 
to doubt that she was on the very verge 
of insanity? 

Rosmer: Oh yes — that is just what I 3 
can’t feel quite certain of any longer. 
And besides — even if she was — 

Rebecca: If she was? Well, what then? 

Rosmer: I mean — where are we to 


thought .] I must have betrayed myself 
in one way or another. She must have 
noticed how happy I began to feel from 
the time you came to us. 

5 Rebecca: Yes but, dear, even if she 
did—? 

Rosmer: Be sure it didn’t escape her 
that we read the same books — that the 
interest of discussing all the new ideas 
o drew us together. Yet I cannot under- 
stand it! 1 was so careful to spare her. 
As I look back, it seems to me I made it 
the business of my life to keep her in 
ignorance of all our interests. Did I not, 

$ Rebecca? 

Rebecca: Yes, yes; certainly you did. 

Rosmer: And you too. And yet — ! 
Oh, it’s terrible to think of! She must 
have gone about here — full of her morbid 
0 passion — saying never a word — watch- 
ing us — noting everything — and misin- 
terpreting everything. 

Rebecca: [j Pressing her hands together .] 
Oh, I should never have come to Ros- 
S mersholm ! 

Rosmer: To think of all she must have 
suffered in silence! All the foulness her 
sick brain must have conjured up around 
us! Did she never say anything to you 
o to put you at all on the alert? 

Rebecca: [ 'As if startled .] To me ! Doji 
you think I should have stayed a daw 
longer if she had? J 

Rosmer: No, no, of course not. — Oh, 

5 what a battle she must have fought! 
And alone too, Rebecca; desperate and ■ 
quite alone! — and then, at last, that' 1 
heart-breaking, accusing victory — in the 
mill-race. \_T hr o:cs himself into the chair 


look for the determining cause that 40 by the ccriting-table, with his elbows on the 
drove her morbid spirit over the border- table and his face in his hands 
line of madness? Rebecca: £ Approaches him cautiously 

Rebecca: Oh, why brood over prob- from behind .] Listen, Rosmer. If it were 
^ lems no one can solve? in your power to call Beata back — to 

Rosmer: I cannot help it, Rebecca. 1 43 you — to Rosmersholm — w'ould you do 
cannot shake off these gnawing doubts, it? 

however much I may wish to. Rosmer: Oh, how do I know what I 

Rebecca: But it may become danger- would or would not do? I can think of 

ous — this eternal dwelling upon one nothing but this one thing — that cannot 
miserable subject. 50 be recalled. 

Rosmer: [Walks about restlessly, in Rebecca: You were just beginning to 
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h\e, Rosmer You had begun You had these horrible imaginings 1 I shall never 

freed vourself — on every side You felt get rid of them 1 feel it I know it. At 

so buo\ int and happy — any moment they will i_ome rushing m 

Rosimi Oh ves — I did indeed — And upon me, and brihg back the thought of 

now this crushing blow falls on me £the ^ eac ^ 1 

Rtbtcca [Bthind him, arts hir arms j Rebecca Like the White Horse ot 
on t!u chau-back ] How beautiful it was jRosmersholm 

when we sat m the twilight, in the room Rosmtr Yes, like that Rushing forth 
downstairs, helping each other to lay in the darkness — in the silence 
out our new life-plans 1 You were to set io Rebecca And because of this miserable 
resolutely to work in the world — the figment of the brain, you will let slip the 

being world of to-day, as you said You hold you were beginning to take upon 
were to go is a messenger of emancipa- the lwmg world ? 

tion fiom home to home, to win over Rosmer You may well think it hard 
minds and wills, to create noble-men 15 Yes, hard, Rebecca But I have no 

around you in wider and wider circles. choice How could I ever leave this be- 

Noble-men hind me? 

Rosmtr Ilappv noble-men Rebecca [Behind his chair ] By enter- 

Rtbicca Y’es — happy mg into new relations 

Rosmn For it is happiness that en-20 Rosmer [Surprised, looks up ] New 
nobles, Rebecca relations' 1 

Rehcca Should you not sav — sorrow Rebecca Yes, new relations to the 

as well 5 A great sorrow? outside world Live, work, act Don’t 

Rosmer Yes — if one can get through sit here brooding and groping among 
it — ov er it — away from it 25 insoluble enigmas 

Rebtcca I hat is what you must do Rosmer [Risis~\ New relations' 

Ro mtr [Shakes Ins In ad gloomily ] I [Walks across the floor, slops at the door 
shall never get over this — wholly There and then comes back ] One question 
will alw i\ s be a doubt — a question left occurs to me Has it not occurred to you 

1 can never again know th it luxury of 30 too, Rebecca? 

the soul which makes life so marvel- Rebecca [Dra ung breath ith diffi- 
lously sweet to live' culty ] Let me— hear — what it is 

Rtbtcca [Br uds over Ins chair-back, Rosmer \\ hat form do you think 

and r a\ more softly J What is it you our relations will take after to-day? 
mean. Rosmer? 33 Rebecca I believ e our friendship will 

Rrsmci [Looking up at he' ] Peaceful, endure — come what mav 

happv innocence Rosmer 1 hat is not exactly what I 

Rtbtcca [Rtcoils a step~] Yes Inno- meant The thing that first brought u« 
cence [ -I sturt pause ] together, and that unites us so closely — 

Rosmt r [If ith Ins elbo v on the table, 40 our common faith m a pure comradeship 
leaning his head on his hand, and looking between man and woman — 
straight bifore him'] And what extraor- Rebecca Yes, yes — what of that? 

dinar} penetration she showed' How Rosmer I mean, that such a relation 

systematically she put all this together' — as this of ours— does it not presuppose 
First she begins to doubt my orthodoxy 43 a quiet, happy, peaceful life — ? 

How could that occur to her? But Rebtcca What then? 

it did occur to her, and then it grew to Rosmer But the life I must now look 
be a ccrt unty And then — \ cs, then of forw ard to is one of struggle and unrest 
course it was easy for her to think all the and strong agitations Tor I w ill bv e my 
rest possible £Sitr up in his chair and 50 life, Rebecca' I will not be crushed to 
runs Ins hands through his hairf ] Oh, all earth by hoirible possibilities I will not 
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have my course of life forced upon me, as if in terror.} Don’t speak so, Rosmerl 
either by the living or by — any one Don’t say such things! 
else. Rosmer: [Seizes her arm.} Yes, yes— 

Rebecca: No, no — do not! Be an ab- there is a growing promise in our rela- 
soiutely free man, Rosmer! 5 tion. Oh, I can see that you feel it too. 

Rosmer: But can you not guess what Do you not, Rebecca? 
is in my mind ? Do you not know? Don’t Rebecca: [ Once more firm and calm.} 
you see how I can best shake off all Listen to me. I tell you — if you persist in 
gnawing memories— all the unhappy this, I will go away from Rosmersholm. 
past? 10 Rosmer: Go away! You! You cannot. 

Rebecca: How? It is impossible. 

Rosmer: By opposing to it a new, a Rebecca: It is still more impossible 
living reality. that I should be your wife. Never in 

Rebecca: [Feeling for the chair-back. ] this world can I marry you. 

A living — • What do you mean? 15 Rosmer. [Looks at her in surprise. ] 

Rosmer: [Comes nearer. ~\ Rebecca — if You say “can”; and you say it so 
I were to ask you — will you be my strangely. Why can you not? 
second wife? Rebecca. [Seizes both his hands. 3 Dear 

Rebecca: [For a moment speechless, friend — both for your own sake and for 
then cries out with joy.} Your wife! 20 mine — do not ask why. [Lets go his 
Your — ! I! hands!} Do not, Rosmer. [Goes towards 

Rosmer: Come; let us try it. We two the door on the left!} 
will be one. The place of the dead must Rosmer: Henceforth I can think of 
stand empty no longer. nothing but that one question — why? 

Rebecca: I — in Beata’s place — ! 25 Rebecca: [Turns and looks at him.} 

Rosmer: Then she will be out of the Then it is all over, 
saga — completely — for ever and ever. Rosmer: Betvveen you and me? 

Rebecca: [Softly, tremblingly Do you Rebecca: Yes. 
believe that, Rosmer? Rosmer: It will never be all over be- 

Rosmer: It must be so! It must! 1 30 tween us two. You will never leave 
cannot — I will not go through life with Rosmersholm. 

a dead body on my back. Help me to Rebecca: [With her hand on the door- 
cast it off, Rebecca. And let us stifle all handle. ] No, perhaps I shall not. But if 
memories in freedom, in joy, in passion, you ask me again — it is all over. 

You shall be to me the only wife I have 35 Rosmer: All over? How — ? 
ever had. Rebecca: For tnen I will go the way 

Rebecca: [With self-command .] Never that Beata went. Now you know it, 
speak of this again. I will never be your Rosmer. 
wife. Rosmer: Rebecca — ? 

Rosmer: What! Never! Do you not 40 Rebecca: [In the doorway, nods slowly!} 

think you could come to love me? Is Now you know it. [She goes out.} 
there not already a strain of love in our Rosmer: [Stares, thunderstruck, at the 
friendship? door, and says to himself .] What — is — 

Rebecca: [Puts her hands oner her ears this? 


WHAT THE STRUCTURE OF ACT II INDICATES 

Although Act II, on first reading, may seem complex or even confused, 
it has a definite structure, and the meaning is clarified by the structure. 
After the brief “prologue” between Rebecca and Rosmer, Ibsen divides 
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the rest of the act into three scenes — Rosmer and Kroll, Rosmer and 
Mortensgard, and Rosmer and Rebecca. Thus we can see pretty clearly 
what Ibsen is doing: he is showing Rosmer, the “liberal” idealist, under 
the impact of three different influences — that of the belligerent conserva- 
tive, that of the crusading liberal journalist, and that of an intimate friend, 
also a liberal. Whereas in Act 1 it looked as if the play might hinge on a 
direct conflict betzceen conservative and liberal , we now see. by the form of 
\ct II, that Ibsen is venturing into a far more complicated situation and 
showing the idealist faced with a whole series of conflicts, of different kinds. 

, Secondly, the fact that all these interviews take place at Rosmersholm and 
■ chat Rosmer is the center of attention throughout show that Ibsen is con- 
corned not with the town conflict but with what happens to the mind and 
spirit of Rosmer under various stresses. Further, the climactic scene of the 
act is that between Rebecca and Rosmer: what occurs between them is, 
of all the actions in the play, the most remote from the political battle in 
the town. 

How does Ibsen intend us to view the characters in this manysided situa- 
tion? Take, first of all, Rosmer. In Act I we saw him as decent, well- 
intentioned, kindly, truthful, idealistic. He is misting: he has no idea that 
anyone will misconstrue his relationship with Rebecca. In Act II we see 
that he believes in the gentlemanliness of the combatants; he is willing to 
be examined by Kroll and to tell the whole truth; he is shocked by the sug- 
gestion of “free love”; he is willing to publish every detail of his change of 
principle; he had planned to create “happy noble-men.” But above all, as 
a liberal he believes in complete freedom of action; he says to Rebecca, 
“ Do whatever you think is right. T ou are the mistress of your own actions.” 
Ibsen then throws this liberal idealist into an actual world of combat and 
invit^ps to observe how he fares in such a world. 

Irony in Act II. The whole act is suffused with the irony of Rosmer’s 
miscalculations of the way of the world. (Later on, in another play, we shall 
see Congreve handling the matter differently — endeavoring to show 7 a type 
of idealism maintaining itself in an actual world. But there the mode is 
comic.) First, he finds that his old friend Kroll is willing to put the worst 
possible interpretation upon his conduct; what is stillimore ironic, Kroll 
will even accept the worst, if Rosmer will only keep quiet about it. Kroll 
shifts from principle to expediency, and he is ready for “war to the knife.” 

Notice how neatly Ibsen relates this interview to the next. Rosmer ex- 
pects better things of the liberal Mortensgard. But it is ironical that 
Mortensgard too is for expediency, wants to hush things up, and isn’t con- 
cerned about Rosmer’s private life. In what other details does Mortens- 
gard resemble Kroll? 

Thus, Ibsen suggests a still more basic irony: that Kroll and Mortensgard 
actually have more in common than Rosmer has with either of them. 
Rosmer’s devotion to quiet reasonableness is made to appear naive in a 
- world of merciless competing factions that are whiling to use any weapons, 
reasonable or not, that they can get their hands on. Rosmer takes an overly 
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simple view of life, and he receives an education in the complexities of an 
actual world. 

The Past. Ibsen goes on to find a still heavier complication for Rosmer: 
Rosmer has to contend not only with the present but also with the past. 
Here, too, Ibsen uses irony in developing the situation, for Rosmer had 
thought he was escaping from the past. We recall Madam Helseth’s 
remarking early in Act I that the dead cling to Rosmersholm; in this act 
Rebecca complains that Beata has not lost her hold upon Rosmer. Both 
turn out to be right — and in an unforeseen sense. 

Several technical questions arise here. Does Ibsen seem to stack the 
cards against Rosmer? Is it necessary to give him a “past”? Or may we 
sa\ rather that Rosmer does not really have a “past” more than any 
other man — that the past with which he is saddled is, in a sense, the crea- 
tion of men seeking the most dangerous weapons and unscrupulous in their 
search? In that sense, any man has a “past”; the whole record of his life 
may in some way be used against him. Rosmer, we might argue, then, is 
not a special but a universal figuie. 

Second, Ibsen has carefully motivated this use of Rosmer’s past. He in- 
formed us of it at the start, and very early in the play Rosmer and Rebecca 
showed relief that Kroll was not antagonistic to them. The revelation con- 
cerning Beata is not used for melodramatic surprise. 

Third, Beata has important symbolic value. “The Past” (rather than 
“a past”) is part of every man, so to speak; it cannot be escaped and it 
must be faced. More specifically, of course, Beata represents the more 
orthodox phase of Rosmer’s life, just as Rebecca represents the ne^liberal 
phase; Rebecca’s antagonism to Beata (aside from its psychological 
meaning) suggests the philosophical split in Rosmer himself. Rational 
liberalism, Ibsen implies, can never be wholly separate from the ol^ of tho- 
doxy, or at least from its influence. This is the most pervasive irony of the 
play. 

Finally, how does Ibsen introduce the dead Beata into the current situa- 
tion? Here, the student can largely evaluate the techniques himself. Why is 
it natural for Kroll to start talking about Beata in Act II, to question 
Rosmer about her, and to pass on new information to him? In the Mortens- 
gard scene, Ibsen has a slightly harder problem. In the first place, Ibsen 
has to bring the conversation around naturally to the subject of Rosmer’s 
private life, not a wholly natural or easy one for Mortensgard. Notice the 
steps by which he does this. Second, we have to accept the fact that Beata 
actually wrote a letter to Mortensgard. What facts tend to make this 
plausible? What is ironic about the fact that she did write to him? 

To show further the effect of the past, Ibsen introduces Rosmer’s past 
censuie of Mortensgard. Why does this not seem unmotivated when 
Mortensgard speaks of it? Notice precisely how it complicates Rosmer’s 
career as a liberal: Rosmer cannot come completely into the open because 
Mortensgard cannot tell the whole truth because he is a marked man 
because of the criticism which Rosmer, in his conservative days, had 
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brought down upon him. How does the influence of the Mortensgard 
heritage parallel the influence of the Beata heritage? Note how both com- 
bine to rc-cmphasize Rosmei’s oversimplified view of life; as a man of 
reason he has separated things into reasonable little compartments— 

; private life, public life. But in practice, facts will not behave according to 
I'such logical distinctions. 

The Scene with Rebecca. To make clear what Ibsen is doing, we have, 
for the purpose of this discussion, broken down the act into strands ol 
action which, in the play itself, actually do not appear separately but are 
closely interwoven. After two-thirds of Act II we see Rosmer facing, and 
almost crushed by, a world of unforeseen complexity. Ibsen now uses the 
last part of Act II to show Rosmer trying to accommodate himself to this 
world — a personal, private experience in which only Rebecca participates. 
But Ibsen conceives of the scene dramatically: it consists not only of 
Rosmer’s talking matters over with Rebecca and himself, but rather of a 
readjustment of his relations with Rebecca. Note the ironic contrast be- 
tween this dialogue and his final dialogue with Rebecca in Act I. 

Even in presenting this effort at clarification and adjustment, Ibsen main- 
tains the ironic tone: the complications keep piling up — both in Rebecca 
and in himself. Rebecca, for instance, has been eavesdropping, a fact 
which, though he appears willing to accept it, obviously disappoints him. 

. ' She is irritable on the subject of Beata. But most of all, she responds in a 
peculiar way to his proposal of marriage; the act ends with Rosmer’s ex- 
pression of shocked incomprehension of a new element in Rebecca. Ibsen’s 
j climactic irony is the new complication within Rosmer himself: all the 
i other events in the act have come to make him doubt his own innocence. 
He is less able than ever to face the outer world because he cannot now 
face himself. In his uncertainty, he takes another step, which in the light 
„ of preceding events shows itself to involve reversal: he asks Rebecca to 
marry him. Thus the man whose relationship with a woman has been pure, 
who has not even been conscious of being in love with her, who is proudly 
aware of the wrong done him by the suspicions of Kroll and Mortensgard, 
now does the one thing which will be calculated to confirm those suspicions. 

Forward Movement. Aside from keeping Act II moving forward by creat- 
ing new situations that will have to be dealt with, Ibsen also introduces a 
kind of undercurrent of anticipation of which we should be aware. First of 
all, there is Rosmer’s shock at Beata’s having apparently known of his 
growing religious skepticism, a fact of which no explanation is made to us 
here. Second, there is Beata’s understanding of the relationship between 
Rebecca and Rosmer; Beata seems to have gone far beyond the apparently 
available evidence. Then there is Rebecca’s irritation when Rosmer talks 
of Beata, a matter which Ibsen certainly wishes us to notice. When Rosmer 
asks Rebecca whether Beata ever said anything which would put her on 
the alert, Ibsen gives, with Rebecca’s reply, a stage direction which is very 
important — “As if startled.” (Here we see an unusual responsibility placed 
upon the actress; her interpretation of the line would be very important 
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in stimulating the imagination The words alone do not convey much ) 
Finally, there is Rebecca’s mysterious lefusal of Rosmer’s offer of marriage, 
not to mention hei threat to go “the waj- that Beata went ” By all of these 
unexplained matteis Ibsen is aiousing 0111 expectations of things to come. 


QUESTIONS 

1 Is it plausible to have Rosmei piopose to Rebecca just after hearing 

Kioll’s and Moitensgaid’s aspersions upon his relationship with her and 
aftei feeling shocked lemoise at thinking about what Beata must have 
suffeied in belie\ing he was in love with Rebecca ? Rosmei defends himself 
against the chaige that he is in love with Rebecca, then he declares his 
love to her Does this leversal violate piobability for the sake of a striking 
effect? In attempting to fiame an answei, the student might consider the 
following matters (i) Rosmer is the soit of man who accepts relationships 
unconsciously without defining them overtly to himself (2) In a sense 
Kroll and Mortensgaid actually give Rosmer the idea of marnage, then 
accusations, even though Rosmei is to deny them sincerely, do make him 
conscious of marnage as a possibility (3) But this suggestion of marriage, 
once made, is accidentally carried on by Rebecca herself when she answers 
Rosmer’s despairing, “How could I ever leave this behind me?” by saying 
“Bv entering into new relations ” (4) Rosmei needs to lean on someone, 
his recent shocks increase the need, and perhaps cause the need to assert 
itself overtly heie The student must decide whether, in the light of such 
consideiations, Ibsen has motivated the step adequately, whethei he has 
shrewdly penetrated the psychology of the “noble” but essentially weak 
man . 

2 Notice the vanous lines —especially those by Kroll — which are in- 
tended to indicate that Rosmer is weak Does Ibsen intend to imply that 
all pure, theoietical liberalism is weak? Does Rosmer seem tcpical, or a 
special case? Aie wc supposed to despise him? Oi aie theie leasons for our 
admuing him at the same time that we may legiet his weakness? 

Note, in this connection, the treatment of Biendel, who at some points 
is not unlike Rosmei In Act II we learn that he has failed (how, by the 
wav, is his diunkenness prtpaied foi in Act I?) Could this news be in- 
tended to foieshadow anj future events? 

2 We have thus far stiessed consistently the interrelationship of past 
and piesent in which Rosmer is involved A similar intenelationship is 
that of pnvate and public life Where does Rosmer fail to foresee and un 
derstand this lelationship ? 

4 Perhaps all the ironies of the play might be summarized under one 
head Rosmei is a “libeial” who wants to “fiee” men’s minds That is, he 
has used his leason to shake off old beliefs, and he wants other men likewise 
' to use then reason But the world of actual conflict is not one of cold 
reason for irrationality flourishes here just as in the old orthodoxy. Note 
how this comes out especially in the Mortensgard dialogue. 



28S 


MORE MATURE TYPES 


5. After studying Act II we may find several things in Act I more mean- 
ingful. Once Rosmer says to Kroll (p. 267b, 10 ff.), “I am not in love with 
the spirit that is in the ascendant, nor with either of the contending parties. 

I will try to bring together men from both sides — ” Again, “Men are •, 
growing evil in this struggle. Peace and joy and mutual forbearance must , 
once more enter into our souls” (p. 26Sa, 46 ff.). What connections can 
you find between such lines and later events? 

6. In the brief opening scene between Rosmer and Rebecca, what is 
done that is necessary to make the rest of the act work out as it does? 
Do we learn anything more about the character of Rebecca? Does it fit 
in with what we saw of her in Act I? 

7. Is the symbolism of the white horse made any clearer in this act? 
Does the use of the symbol seem to point toward future events? 

8. What is the significance of Mortensgard’s not committing himself 
about Ins membership in the church? With what does this contrast? 

9. We have spoken of Beata as symbolizing the orthodox phase of 
Rosmer’s career. Can you find any evidence for or against this interpre- 
tation? Might Rosmer’s childlessness be intended to be symbolic? In Act I 
Kroll remarked that Rebecca had filled the house with flowers, whereas 
Beata could not stand flowers. Again, Rosmer says to Kroll (Act I, p. 267a, 
33-35), “A new summer has blossomed in my soul. I see with my eyes 
grown young again.” What do such lines suggest? Can you find others with , 
similar suggestiveness? 

10. We have spoken of Rosmer’s ironic inability to understand how other 
people will react to a situation. Note how this is suggested even by his 
earlier conduct— in the relations among Beata, Rebecca, and himself. 
What is ironic about his belief in the purity of his own motives? 

11. What aspects of liberalism appear to be represented by Brendel, 
Rosmer, Rebecca, Mortensgard ? 


ACT THIRD 

[The sitting-room at Rosmersholm. 
The window and the entrance door are 
open. The sun is shining outside. Fore- 
noon.] 

[ Rebecca West, dressed as in the first 
Act, stands at the window, watering and 
arranging the flowers. Her crochet-work 
lies in the arm-chair. Madam Ilelseth is 
moving about, dusting the furniture with a 
feather-br tsh .] 

Rebecca: [_After a short silence .] I can’t 
understand the Pastor remaining so long 
upstairs to-day. 


Madam Ilelseth: Oh, he often does 
that. But he’ll soon be down now, I 
should think. 

Rebecca: Have you seen anything of 
him? 

Madam Helseth: I caught a glimpse of 
him when I went upstairs with his 
coffee. He was in his bedroom, dressing. 

Rebecca: I asked because he was a 
little out of sorts yesterday. J 

Madam Ilelseth. He didn’t look welL h 
I wonder if there isn’t something amiss 
between him and his brother-in-law. 

Rebecca: What do you think it can be? 

Madam Ilelseth: I couldn’t say. Per- 
haps it’s that Mortensgaid that has been 
setting them against each other. 
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Rebecca: Likely enough. — Do you deliver? Then, my dear Madam Helseth, 
know anything of this Peter Mortens- it’s not difficult to guess who wrote it. 
gard? Madam Helseth: Well? 

Madam Helseth: No indeed. How Rebecca: It must have been something 
could you think so, Miss? A fellow like ; that poor Mrs. Rosmer, in her morbid 
him? state — • 

Rebecca: Do you mean because he Madam Helseth: It’s you that say 
edits such a low paper? that, Miss, not me. 

Madam Helseth: Oh, it’s not only Rebecca: But what was in the letter? 
that. — You must have heard, Miss, that ioOh, I forgot — you can’t know that, 
he had a child by a married woman that Madam Helseth: H’m; what if I did 
had been deserted by her husband? know it, all the same? 

Rebecca: Yes, I ha\ e heard of it. But Rebecca: Did she tell you what she 
it must have been long before I came was writing about? 
here. 15 Madam Helseth: No, she didn’t ex- 

Madam Helseth: It’s true he was very actly do that. But Mortensgard, when 
young at the time; and she should have he’d read it, he began questioning m* 
known better. He wanted to marry her backwards and forwards and up and 
too; but of course he couldn’t do that. down, so that I soon guessed what was 
And I don’t say he hasn’t paid dear for 20 in it. 

it. — But, good Lord, Mortensgard has Rebecca: Then what do you think it 
got on in the world since those days, was? Oh my dear good Madam Helseth, 
There’s a many people run after him do tell me. 

now. Madam Helseth: Oh no. Miss. Not for 

Rebecca: Yes, most of the poor people 25 the whole world, 
bring their affairs to him when they’re Rebecca: Oh you can surely tell me. 
in any trouble. We two are such good friends. 

Madam Helseth: Ah, and others too, Madam Helseth: Lord preserve me 
perhaps, besides the poor folk — from telling you anything about that, 

Rebecca: [Looks at her furtively .] In- 30 Miss. I can only tell you that it was 
deed. something horrible that they’d got the 

Madam Helseth: [By the sofa, dusting poor sick lady to believe. 
away vigorously. ] Perhaps the last peo- Rebecca: Who had got her to be- 
ple you would think likely to, Miss. Iieve it? 

Rebecca: [.Busy with the flowers 35 Madam Helseth: Wicked people, Miss 
Come, now', that’s only an idea of yours, West. Wicked people. 

Madam Helseth. You can’t be sure of iRebecca: Wicked — ? 

what you’re saying. Madam Helseth: Yes, I say it again. 

Madam Helseth: You think I can’t. They must have been real wicked people. 
Miss? But I can tell you I am. Why— if 40 Rebecca: And who do you think it 
you must know it — I once took a letter could have been? 

in to Mortensgard myself. Madam Helseth: Oh, I know well 

Rebecca: [Turning^] No — did you? enough what to think. But Lord forbid 

Madam Helseth: Yes, indeed I did. 1 should say anything. To be sure there’s 
And a letter that was written here at 45 a certain lady in the town — h’m! 
Rosmersholm too. Rebecca: I can see that you mean 

Rebecca: Really, Madam Helseth? Mrs. Kroll. 

Madam Helseth: Yes, that it was. And Madam Helseth: Ah, she’s a fine one, 
it was on fine paper, and there w'as a she is. She has always been the great 
fine red seal on it too. 50 lady with me. And she’s never had any 

Rebecca: And it was given to you to too much love for you neither. 
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Rebecca: Do you think Mrs. Rosmer mustn’t sit there and make fun of me. 
was in her right mind when she wrote [Listens.'] Hush, hush — here’s the Pastor 
that letter to Mortensgard r coining dtmn. lie doesn’t like to see 

Madam Ilelseth: It’s a queer thing a dusting going on. [ She goes out to the 
person’s mind, Miss. Clean out of her 5 right.] [ Johannes Roomer, with his hat 
mind I don’t think she was. and stick in his hand, enters from the 

Rebecca: But she seemed to go dis- hall.] 
tracted when she learned that she must Rosmer: Good morning, Rebecca, 
always be childless. It was that that un- Rebecca: Good morning, dear. \_A 
settled her reason. 10 moment after — crocheting.] Are you go- 

Madam Ilelseth: Yes, poor lady, that ing out? 
was a dreadful blow to her. Rosmer: \ es. 

Rebecca: | 'Takes tip her crochet and Rebecca: It’s a beautiful day. 

sits in a chair by the window.] But after Rosmer: You didn’t look in on me this 

all — don’t you think it was a good thing 15 morning. 

for the Pastor, Madam Helseth? Rebecca: No, I didn’t. Not to-day. 

Madam Ilelseth: What, Miss? Rosmer: Do you not intend to in 

Rebecca: That there were no children. future? 

Don’t you think so? Rebecca: Oh, I don’t know yet, dear. 

Madam Ilelseth: H’m, I’m sure 1 20 Rosmer: Has anything come for me? 
don’t know what to say about that. Rebecca: The “County News” ha; 

Rebecca: Oh yes, believe me, it was come, 
fortunate for him. Pastor Rosmer is not Rosmer: The “County News”? 
the man to have crying children about Rebecca: There it is on the table, 
his house. 25 Rosmer: [ Puts dount his hat and stick.] 

Madam Ilelseth: Ah, Miss, little chil- Is there anything — ? 
dren don’t cry at Rosmersholm. Rebecca: Yes. 

Rebecca: \_L00ks at her.] Don’t cry? Rosmer: And you didn’t send it up? 

Madam Ilelseth: No. As long as peo- Rebecca: You will read it soon 
pie can remember, children have never 30 enough. 

been known to cry in this house. Rosmer: Oh, indeed? [ Takes the paper 

Rebecca: That’s very strange. and reads, standing by the table.] — What! 

Madam Ilelseth: Yes; isn’t it? But it — “We cannot warn our readers too 
runs in the family. And then there’s an- earnestly against unprincipled rene- 
other strange thing. When they grow 35 gades.”[Z.oo^r at her.] They call me a 
up, they never laugh. Never, as long as renegade, Rebecca, 
they live. Rebecca: They mention no names. 

Rebecca: Why, how extraordinary — Rosmer: That makes no difference. 

Madam Ilelseth: Have you ever once \_Reads on.] “Secret traitors to the good 
heard or seen the Pastor laugh, Miss? 40 cause.” — “Judas-natures, who make 
Rebecca: No — now that I think of it, brazen confession of their apostasy as 
I almost believe you are right. But I soon as they think the most convenient 
don’t think any one laughs much in this and — profitable moment has arrived.” 
part of the country. “Ruthless befouling of a name hon- 

Madam Ilelseth: No, they don’t. They 45 oured through generations” — “in the 
say it began at Rosmersholm. And then confident hope of a suitable reward from 
I suppose it spread round about, as if it the party in momentary power.” [Lay/ 
was catching-like. down the paper on the table.] And they 

Rebecca: You are a very wise woman, can say such things of me! — Men who 
Madam Helseth. 50 have known me so long and so well! 

Madam Helseth: Oh, Miss, you Things they themselves don’t believe. 
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T! -ngs they know there is not a word happiness is above all things the calm, 

of truth in — they print them all the glad certainty of innocence 
simc Rtbecca [Look* straight befoie he) ] 

Rtbecca That is not all Yes, innocence — 

Rnnur [ Fal es up the paper again ] 5 Rosmer Oh, you cannot know what 
“Inexperience and lack of judgment the guilt means But I — 
only excuse” — “pernicious influence— Rebecca You least of all 1 
possibly extending to matters w hich, for Rosmer [j Points out of the r cindowf\ 

the present, w e do not w ish to make sub- The mill-race 

jccts of public discussion or accusation ” 10 Rebecca Oh Rosmer — 1 [Madam 
[ Loo! s at her ] What is this ? Helseth looks in at the door ] 

Rtbecca It is aimed at me, plainly Madam Ilelseth Miss West 1 
enough Rebecca Presently, presently. Not 

Rosmer [ Lays doom tin paper ] Re- now 
becca, — this is the conduct of dishon- 15 Madam Ilelseth Only a word, Miss, 
curable men [ Rebecca goes to the door Madam Helseth 

Rebecca Yes, they need scarcely be so tills hei something They whisper together 
contemptuous of Mortensgud jor a fe moments Madam Helseth nods 

Rosmer [Walks about the room J and goes out ] 

Something must be done All that is 20 Rosmer \JJneasily ] Was it anything 
! good in human nature will go to ruin, if for me f 

\ this is allowed to go on But it shall not Rebecca No, only something about 
go on 1 Oh, what a joy — what a joy it the house-work — You ought to go out 
would be to me to let a little light into into the fresh air, dear Rosmer You 
all this gloom and ugliness I 25 should take a good long walk 

Rtbecca ] Ah yes, Rosmer In Rosnur [ Tales up his hat ] Yes, 

that you have a great and glorious ob- come Let us go together 
ject to live for Rtbicca No, dear, I can’t just now. 

Rosmer Only think, if I could rouse Y’ou must go alone But shake off all 
1 them to see themselves as they are, 30 these gloomy thoughts Promise me 
teach them to repent and blush before Rosmer I am afraid I shall never 
their better n itures, br.ng them to- shake them off 

gether in mutual forbear ince— in love, Rebtcca Oh, that such baseless fan- 
Rebecca 1 cies should take so strong a hold of 

Rebtcca Yes, put your whole strength 33 you — 1 
into that, and you must succeed Rosmu Not so baseless I am afraid, 

Rosnur I think success must be pos- Rebecca I lay awake all night thinking 

sible Oh, what i delight it would be it over and over Perhaps Beata saw 

then to live one’s life 1 No more mahg- clearly after all 
nant wr inghng, only emul ition Alleyesgo Rtlecca In what ? 
fixed on the same goal Every mind, Rosmer In her belief that I loved you, 
every will pressing forward — upward — Rebecca 

each bv the path its nature prescribes Rebecca Right in that* 

for it Happiness for ill — through all Rosmer [lays his hat down on the 

[.Happen) to look out of the tin do- v, starts, 45 table 3 The question that haunts me is 
and says sadl\ Ah' Not through me , this were we two not deceiving our- 

Rebecca Not ? Not through you? ‘selves all the time — when we called our 

Rormt t Nor for me 'relation friendship? 

Rtbicca Oh Rosmer, do not let such Rebecca You mean that it might as 
doubts take hold of you Sowell have been called — ? 

Rosmer Happiness — dear Rebecca — Rosmer — love Yes, Rebecca, that 
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is what 1 mein F\en while Beati was win 1 listing victo r y must ln\e for it* 
line ill m\ thoughts were for \ou It champion ihipp\, in innocent min 
w is tou il me I longed foi It w is \ hen lit! cca Is h tppmess so indispensable 
to 1 were lit m\ side til it 1 felt the calm to vou, Rosincr' I 

gl idncss ot uttei content If toil think 3 Ji rm 1 Ilippiness A es, de ir, — it is ' 

it over, Rebecei — -did w<_ not feel for R otcca lo you, who cm ne\er 1 

each other from the hrst 1 soit of sw eet, laugh' 1 

secrete ild-lo\ e — dcsireless, drc unless? Rosmer Yes, in spite of that Believe 

\\ is it not so with \ou I ell me me, I hate a great c ipaeitv for happi- 

R c 1 [S/> h it I li 1 // ] Oh 10 ness 

— I d m t know whit to answer Rtbtcca Now go for tour walk, dear 

R 1 hi 1 it w is this close linked A good long walk Do tou heir? — See, 

life 11 ind for eich other that we took here is tour hat And jour stick too 

for friendship No, Rebeee 1 — out bond Rjsnur [Takes both ] lhinks And 
has bee a 1 spiritu il mam ige —perhaps i., you won’t come with me 

from the \ ert first 1 h it is w lit there is Rtbtcca No, no, I c m’t just now 

guilt o 1 mt soul I had no right to such Rosmtr \ ery well, then A ou are with 

happiness— it was a sin against Beata me none the less [lie a ocs 01 1 b\ the en- 

Rtl tcca No right to lit e happily ? Do trance door Rebtcca «.aitt a moment, 

you behete that, Rosmer ' locautwush catching his dtparture from 

Rosm r She looked at our relation behind the opt 11 door, then she gots to the 
t ith the et es of her lot e — judged it after door on the right ] 

the fashion of her lote Inetitably Rebtcca [Opens the door, and says in 

Beita could not hate judged otherwise a lot tom ] Now, Madam Helseth You 

than she did 25 can show him in now [Goes to cards the 

Rebtcca But how can you accuse undo c~\[ 1 moment af hi, Rt dor kroll 

yourself because of Beata’s delusion ? enters from the right IL bo is nlently 

Risnei It w as lot e for me— her kind and formally, and keeps hi r hat in his 

of lote — tint drote her into the mill- hand ] 
race Tint is an immovable f ict, Re-30 Kroll He has gone out? 

becea And th it is what I can never get Rebecca A es 

ot er K r oll Does he usually st ij out long? 

Rtbtcca Oh, think of nothing but the Rebecca Yes, he does But one cannot 
great, beiutiful task you hate detoted count on him to-day So if y ou don’t care 
your life to 35 to meet him — 

R m r [Shale his head ] It can Kroll No, no It is you I want to 
net er be iccomplished, dear Not by me speak to, — quite alone 
Not ifter what I hate come to know Rebecca Then we had better not lose 

Rel ecca W hy not by you’" time Sit down, Rector [Sht sits in the 

Rosmer Because no cause ever tri- 40 easy-chair by the tnndoui Rector Kroll sits 

umphs that has its origin in sin on a chair beside her ] 

Rebecca Q Vehemently ] Oh, these are Kroll Miss West — you can scarcely 
only ancestral doubts — ancestral fears — imagine how deeply and painfully I have 
ancestral scruples They say the dead taken this to heart — this change m Jo- 
mme back to Rosmersholm in the shape 45 hannes Rosmer 

of re.shing white horses I think this Rebecca We expected it would be so— 
show s that it is true at first 

R smt Be that as it may, what does Kroll Only at first ? 

it matter, so long as I cannot rid myself Rebecca Rosmer was confident that 

of the feeling? And believe me, Rebecca, 50 sooner or later vou would join him 
it is as I tell you The cause that is to Kroll I? 
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Rebecca: You and all his other friends, your power. It is easy for you to weigh 
Kroll: Ah, there you see! That shows your acts and calculate consequences — 
the infirmity of his judgment in all that just because your heart is cold, 
concerns men and practical life. Rebecca: Cold? Are you so sure of 

Rebecca: But after all — since he feels 5 that? 
it a necessity to emancipate himself on Kroll: I am quite certain of it now. 
all sides— Otherwise you could never have lived 

Kroll: Yes, but wait — that is just here year after year without faltering in 
what I do not believe. the pursuit of your object. Well, well — 

Rebecca: What do you believe then? 10 you have gained your end. You have got 
Kroll: I believe that you are at the him and everything into your power, 
bottom of it all. But in order to do so, you have not 

Rebecca: It is your wife who has put scrupled to make him unhappy, 
that in your head, Rector Kroll. Rebecca: That is not true. It is not I — 

Kroll: No matter who has put it in 15 it is you yourself that have made him 
my head. What is certain is that I feel a unhappy, 
strong suspicion — an exceedingly strong Kroll: I? 

suspicion — when I think things over, Rebecca: Yes, when you led him tc 
and piece together all I know of your imagine that he was responsible for 
behaviour ever since you came here. 20 Beata’s terrible end. 

Rebecca: [ Looks at him.'] I seem to Kroll: Does he feel that so deeply, 
recollect a time when you felt an ex- then? 

ceedingly strong faith in me, dear Rebecca: How can you doubt it? A 
Rector. I might almost call it a warm mind so sensitive as his — 

faith. 25 Kroll: I thought that an emancipated 

Kroll: [Tji a subdued voice.] Whom man, so-called, was above all such 
could you not bewitch — if you tried? scruples. — But there we have it! Oh yes 

Rebecca: Did I try — ? — I admit I knew how it would be. The 

Kroll: Yes, you did. I am no longer descendant of the men that look down 
such a fool as to believe that there was 30 on us from these walls — how could he.' 
any feeling in the matter. You simply hope to cut himself adrift from all that 
wanted to get a footing at Rosmersholm has been handed down without a break 
— to strike root here — and in that I was from generation to generation? 
to serve you. Now I see it. Rebecca: [ [Looks down thoughtfully .J 

Rebecca: You seem utterly to have 35 Johannes Rosmer’s spirit is deeply; 
forgotten that it was Beata who begged rooted in his ancestry. That is very cer -1 
and implored me to come out here? tain. 

Kroll: Yes, when you had bewitched Kroll: Yes, and you should have 
her too. Can the feeling she came to taken that fact into consideration, if 
entertain for you be called friendship? 3.0 you had felt any affection for him. But 
It was adoration — almost idolatry. It that sort of consideration was no doubt 
developed into — what shall I call it? — beyond you. There is such an immeas- 
a sort of desperate passion. — Yes, that urable difference between your ante- 
is the right word for it. cedents and his. 

Rebecca: Be so good as to recollect the 45 Rebecca: What antecedents do you 
state your sister was in. So far as I am mean? 

concerned, I don’t think any one can Kroll: I am speaking of your origin — 
accuse me of being hysterical. your family antecedents, Miss West. 

Kroll: No; that you certainly are not. Rebecca: Oh, indeed! Yes, it is quite 
But that makes you all the more danger- 50 true that I come of very humble folk, 
ous to the people you want to get into Nevertheless — 
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Kull I am not thinking of rank, and 
position I allude to vour moral ante- 
cedents 

Rtbtcca Moral — ? In what sense? 
kroll 1 he circumstances of your 
birth 

Rebecca \V hat do you mean ? 

Rioll I only mention the matter be- 
cause it accounts for your whole con- 
duct 1 

Rtbtcca I do not understand this 
A 011 must explain 

kroll I really did not suppose you 
could require an explanation Otherwise 
it would ha\e been very odd that you 1 
should ha\e let Dr West adopt you — 
Rtbtcca [Rises J Ah 1 Now I under- 
stand 

Kroll — and that you should have 
taken his name Your mother’s name 2 
was G im\ lk 

Rtbtcca [Walks across the room J My 
father’s name was Gamvik, Rector 
Kroll 

Kroll A our mother’s business must 2 
have brought her \ery frequently into 
contact w ith the parish doctor 
Rtbtcca Aes, it did 
Kroll And then he takes you into his 
house — as soon as your mother dies He 3 
treats you harshly, and yet you stay 
with him You know that he won’t leave 
you 1 halfpenny — as a matter of fact, 
you only got a case full of books — -and 
yet you stay on, you bear with him, you 3 
nurse him to the last 

Rebtcca [Stands b\ the table, looking 
scorm tlh at him J And you account for 
all this by assuming that there was 
something immoral — something crimi- 4 
nal about my birth? 

Kroll I attribute your care for him to 
involuntary filial instinct Indeed I be- 
lies e your whole conduct is determined 
by your origin 4 

Rebecca [Vehemently J But there is 
not a single word of truth in what you 
sax 1 And I can prose it 1 Dr West did 
not come to Finmark till after I was 
born 5 

Kroll Excuse me, Miss West. He 


settled there the year before 1 have 
assured myself of that 

RtbiLta A ou are mistaken, I sayl 
A ou are utterly mistaken 
5 kroll A ou told me the day before 
yesterday that you were nme-and- 1 
twenty — m your thirtieth year 
Rebtcca Indeed 1 Did 1 si> so? 

A roll A es, you did And I can calcu- 
o late from that— 

Rebtcca Stop l A ou needn’t calculate 
I may as well tell you at once I am a 
year older than I gi\e myself out to be 
kroll [Smilts mcteduloiish J Reallyl 
5 I am surprised 1 What can be the reason 
of that? 

Rebecca When I had passed twenty- 
fix e, it seemed to me I w as getting alto- 
gether too old for an unmarried woman 
o And so I began to he about my age 
Kroll You? An emancipated woman 1 
Haxe you prejudices about the age for 
marriage? 

Rebecca A es, it was idiotic of me — 

S idiotic and absurd But some folly or 
other w ill always cling to us, not to be 
shaken off We are made so 

Kroll Well, so be it, but my calcula- 
tion may be right, none the less For 
o Dr West was up there on a short visit 
the year before he got the appoint- 
ment 

Rebecca [With a vehement outburst ] 

It is not true 1 
5 Kroll Is it not true? 

Rebecca No My mother never spoke 
of any such \ lsit 
Kroll Did she not? 

Rebecca No, nexer Nor Dr West 
o either, not a word about it 

Kroll Might not that be because they 
both had reasons for suppressing a year? 
Just as you have done, Miss West Per- 
haps it is a family foible 
5 Rebecca [Walks about clenching and 
wringing her hands J It is impossible. 
You want to cheat me into believing it 
1 his can nex er, ncx er be true It can- 
not 1 Never in this world — 
o Kroll [Rists J My dear Miss West — 
why in heaven’s name aie you so terribly 
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excited? You quite frighten me! What as a mere temporary aberration, how- 
am I to think — to believe — ? ever deplorable. But — one measure is 

Rebecca: Nothing! You are to think certainly indispensable, 
and believe nothing. Rebecca: And what is that? 

Kroll: Then you must really tell me 5 Kroll: You must get him to legalise 
how you can take this affair — this pos- the position, Miss West, 
sibility — so terribly to heart. Rebecca: His position towards me? 

Rebecca: [ Controlling herself .] It is Kroll: Yes. You must make him do 
perfectly simple, Rector Kroll. I have no that. 

wish to be taken for an illegitimate child. 10 Rebecca: Then you absolutely cannot 
Kroll: Indeed! Well well, let us be clear your mind of the idea that our po- 
satisfied with that explanation — in the sition requires to be — legalised, as you 
meantime. But in that case you must call it? 

still have a certain — prejudice on that Kroll: I would rather not go into the 
point too? 15 matter too closely. But I believe I have 

Rebecca: Yes, I suppose I have. noticed that it is nowhere easier to break 

Kroll: Ah, I fancy it is much the same through all so-called prejudices than in 
with most of what you call your “email- — h’m — 

cipation.” You have read yourself into Rebecca: In the relation between man 
a number ot new ideas and opinions. You 20 and woman, you mean? 
have got a sort of smattering of recent Kroll: Yes, — to speak plainly — I 
discoveries in various fields — discoveries think so. 

that seem to overthrow certain prin- Rebecca: [ Wanders across the room and 
ciples which have hitherto been held looks out at the zvindozv. J I could almost 
impregnable and unassailable. But all 25 say — I wish you were right. Rector 
this has only been a matter of the Kroll. 

intellect. Miss West — a superficial ac- Kroll: What do you mean by that? 
quisition. It has not passed into your You say it so strangely, 
blood. Rebecca: Oh well — please let us drop 

Rebecca: {Thoughtfully .] Perhaps you 30 the subject. Ah, — there he comes, 
are right. Kroll: Already! Then I will go. 

Kroll: Yes, look into your own mind, Rebecca: [Goes towards him. 2 No — 
and you will see! And if this is the case please stay. There is something I want 
with you, one may easily guess how it you to hear. 

must be with Johannes Rosmer. It is 35 Kroll: Not now. I don’t feel as if I 
sheer, unmitigated madness — it is run- could bear to see him. 
ning blindfold to destruction — for him Rebecca: I beg you to say. Do! If not, 
to think of coming openly forward and you will regret it by-and-by. It is the 
confessing himself an apostate! Only last time I shall ask you for anything, 
think — a man of his sensitive nature [40 Kroll: [Looks at her in surprise and 
Imagine him disowned and persecuted puts dozen his hat."] Very well. Miss West 
by the circle of which he has always — so be it, then. [A short silence. Then 
formed a part — exposed to ruthless at- Johannes Rosmer enters from the hall. ] 
tacks from all the best people in the Rosmer: [Srrr the Rector, and stops in 
community! He is not — he never can be 45 the doorway .] What! — Are you here? 
the man to endure all that. Rebecca: He did not wish to meet you, 

Rebecca: He must endure it! It is too dear. 1 
late now for him to retreat. Kroll: [Involuntarily.2 "Dear!” 

Kroll: Not at all too late. By no 1 j n t j le original, Rebecca here addresses 
means. What has happened can be 50 Rosmer as “du” for the first time in Kroll’s 
hushed up — or at least explained away presence. 
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RJ cca \ es, Rector kroll, Rosmtr — ill the frugmcntars knowledge of life 
and I say ‘ dc it” to each other 1 hat is th it I possessed in those d i\ s [IVdh a 
011c icsulc of our ‘ position ” sti tt’Ji and in a scarcth a ah nit voice.} 

ki l \\ as that what sou wanted me Vnd then — 
to heir? 3 kiull Vnd then 5 

Rttncca That — and a little more Rosmer But Rebecca — -I know all 

Rj )i tr [Gomt r for card 3 \\ hat is the this 
object of this \isit 5 Rebecca £ Mastering henelj 3 Yes, 

A; ll I wanted to try once more to yes — you are right You know enough 

stop you and win sou back to us 10 about this 

R at 1 [PomU to tlu it spaptT } kroll [Looks hard at her} Perhaps I 
•Viter what ippears in that paper? had better go 

kroll 1 did not write it Rebecca Xo, please stay where you 

Ri > tr Did jou make the slightest are, my dear Rector [[ To Ro nmr J Well, 
effort to present its appearance 5 13 you see, this was hoss it was — I ssanted 

Kroll lint ssould hase been to be- to take my share in the life of the new 

tras the cause I serse And, besides, it era that svas dawning, ssith all its new 

ssas not in my posser ideas — Rector Kroll told me one day 

R ut tea [Tears the paper into shreds, that Ulnc Brendel had had great m- 
ervs I j ap the pieces and thro is them ^-aofluence oser you while you ssere still a 
hv d tlu rtove 3 There 1 Now it is out of boy'. I thought it must surds' be possible 

sight And let it be out of mind too For for me to carry on his ssork 

there will be nothing more of that sort, Rosmer You came here ssith a secret 
Rosmer design — ? 

kroll Ah, if you could only make 25 Rebecca We tsso, I thought, should 
sure of that 1 march onssard in freedom, side by side. 

Rebecca Come, let us sit down, dear Ever onssard Eser farther and farther 
All three of us. And then I ss ill tell you to the front But betssecn sou ind per- 
es ers thing feet emancipation there rose that dismal, 

Rosmti [Stats himself mechanicalh 3 30 insurmountable barrier 
W hat has come os er y ou, Rebecca? This Rosmer What barrier do y ou mean? 
unnatural calmness — sshat is it 5 Rebecca I mean this, Rosmer You 

Rent cca The calmness of resolution, [could gtosv into freedom onls m the 
[[Starr hustlf} Pray sit down too, [clear, fresh sunshine — and here you 
Rector [Rector Kroll seats himself on 35jwere pmmg, sickening in the gloom of 
the s la 3 such a marriage 

R smer Resolution, you say? What Rosmer \ ou hase neser before 
resolution' spoken to me of my marriage in that 

Rt r ecca I am going to gis e s ou back tone 
sshat \ou require in order to lise your 40 Rebecca No, I did not daie to, for I 
life Dear friend, you shall hase your should have frightened you 
happs innocence back again • Kroll. [Nods to Rosmer.} Do you hear 

Rosmu What can you mean? that? 

Reb cca I have only to tell you some- Rebecca [Goes on 3 But I saw quite 
thing 1 hat ss ill be enough 45 well where your deliverance lay — your 

Rosner Well I only deliverance And then I went to 

R, It cca When I came down here from svork. 

Finmark — -along with Dr West — it Rosmer Went to work 5 In wdiat way? 
seemed to me that a great, wide new Kroll: Do you me in that — ? 
world svas opening up before me The 30 Rebecca: Yes, Rosmer — [Rues'} Sit 
Doctor had taught me all sorts of things still. You too, Rector Kroll But now 
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it must out. It was not you, Rosmer Kroll Did you not at last give Beata 
You art innocent It was I that lured — to understand that it was necessary — 
that ended in luring Beata out into the not only that it would be wisest, but 
paths of delusion — that it was necessary — both for your 

Rosnhr [ Spungs up 3 Rebecca' 5 own sake and Rosmer’s, that you should 
kioV [Rises from the sofa ] 1 he paths go away somewhere — as soon as pos- 
of delusion' sible? Well? 

Rebecca The paths — that led to the Rebecca [Low and indutmcth 3 Per- 
nnll-raee Now you know it both of you haps I did say something of the sort 
Rosmu £ Is if stunned 3 But I don’t to Rosmer [Sinks into the arm-chair b\ 
understand — What is it she is saying? the undo 1 3 And this tissue of lies and 
I don’t undeistand a word — ' deceit she — my unhappy, siek wife be- 

Kroll Oh yes, Rosmer, I am begin- lie\ed in' Believed in it so hrmlv' So 
mng to understand immovably' [Looks up at Rebecca 3 \nd 

Rosmtr But what did you do? What 15 she ne\ er turned to me Nev er said one 
can you possibly have told her? There word to me' Oh, Rebecca, — I ean see it 
was nothing — absolutely nothing to tell' in youi face — you dissuaded her from it' 

Rebecca She came to know that you Rebecca She had conceived a hved 
were working yourself free from all the idea that she, as a childless wife, had no 
old prejudices 20 right to be here And then she imagined 

Rosmer A es, but that was not the that it was her duty to you to efface 
case at that time herself 

Rebecca I knew that it soon would be. Rosmer And you — you did nothing 
Kroll [Nods to Rosmer 3 Aha' to disabuse her of the idea? 

Rosmer And then? What more? 1 25 Rebecca No 
must know all now Kroll Perhaps you confirmed her in 

R’bccca Some time after — I begged it? Answer me' Did you not? 
and implored her to let me go away from Rebecca I believe she may have un- 
Rosmcrsholm derstood me so. 

R elite 1 Why did you want to go — 30 Rosmer Yes, yes — and in everything 
then? she bow ed before your v> ill And she did 

Rebecca. I did not want to go, I efface herself' [Springs up 3 How could 
vv inted to st iv here, vv here I vv as But I you — how could you play this ghastly 
tol i her that it would be best for us all — gime' 

that I should go away m tune I gave 35 Rebecca It seemed to me I had to 
her to understand that if I stayed heie choose between your life and hers, 
any longer, I could not — I could not Rosmer 

tell — vv h it might happen Kroll [Severeh and impressively 3 

Rosmer lhen this is what you said That choice was not for you to make 
and did' 40 Rebtcca [V the me nth 3 You think 

Rebecca Yes, Rosmer then that I was cool and calculating and 

Rosmer This is what you call "going self-possessed all the time' I was not the 
to work ” same woman then that I am now, as I 

Rebecca [In a broken voice 3 I called stand here telling it all Besides, there 
it so, yes. 45 are two sorts of will in us I believe' I 

Rosmer [After a pause 3 Have you .wanted Beata away, by one means or 
confessed all now, Rebecca? 'another, but I never really believed that 

Rebtcca Yes it would come to pass As I felt my way 

Kroll Not all. forward, at each step I ventured, I 

Rebtcca [Looks at him in fear 3 What 50 seemed to hear something within me cry 
more should there be? out No farther' Not a step farther' And 
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vet I could not stop. I had to venture Madam Helseth: What is it, Miss? 

the least little bit farther. Only one Rebecca: Madam Helseth, would you 

hair’s-breadth more. And then one be so good as to have my trunk brought 
more — and always one more. — And down from the garret? 

then it happened. — That is the way such 5 Madam Helseth: \ our trunk? 
things come about. [A short silence.'} Rebecca: Yes — the brown sealskin 

Rosmer: [To Rebecca .} What do you trunk, you know, 
think lies before you now? After this? Madam Helseth: \ es, yes. But, Lord 

Rebecca: Things must go with me as preserve us — are you going on a journey, 

they will. It doesn’t greatly matter. 10 Miss? 

Kroll: Not a word of remorse! Is it Rebecca: Yes— now I am going on a 
possible you feel none? journey', Madam Helseth. 

Rebecca: [Coldly putting aside his ques- Madam Helseth: And immediately! 

tion.} Excuse me, Rector Kroll — that is Rebecca: As soon as I have packet? 

a matter which concerns no one but me. 15 up. 

I must settle it with myself. Madam Helseth: Well, I’ve never 

Kroll: [To Rosmer.} And this is the heard the like of that! But you’ll come 

woman you are living under the same back again soon, Miss, of course? 

roof with — in the closest intimacy! Rebecca: I shall never come back 
[Looks round at the pictures.} Oh if those 20 again. 

that are gone could see us now! Madam Helseth: Never! Dear Lord, 

Rosmer: Are you going back to town? what will things be like at Rosmersholm 
Kroll: [Takes up his hat 7 } Yes. The when you’re gone, Miss? And the poor 
sooner the better. Pastor was just beginning to be so 

Rosmer: [Does the same.} Then I will 35 happy and comfortable, 
go with you. Rebecca: Yes, but I have taken fright 

Kroll: Will you? Ah yes, I was sure to-day, Madam Helseth. 
we had not lost you for good. Madam Helseth: Taken fright! Dear, 

Rosmer: Come then, Kroll! Come! dear! how was that? 

[Both go out through the hall without look- 30 Rebecca: I thought I saw something 
ing at Rebecca.} [After a moment, Rebecca like a glimpse of white horses. 
goes cautiously to the window and looks Madam Helseth: White horses! In 
out through the flowers.} broad daylight! 

Rebecca: [Speaks to herself under her Rebecca: Oh, they are abroad early 
breath.} Not over the foot-bridge to-day 35 and late — the white horses of Rosmers- 
either. He goes round. Never across the holm. [With a change of tone.} Well,— 
mill-race. Never. [Leaves window.} Well, about the trunk, Madam Helseth. 
well, well! [Goes and pulls the bell-rope; a Madam Helseth: Yes, yes. The trunk. 
moment after. Madam Helseth enters from [Both go out to the right.} 
the right.} 40 

QUESTIONS ON ACT III 

1. This act may be conveniently divided into five scenes. Find the 
dividing lines and try to determine the general contribution of each scene, 
to the forward movement. Are all the exits and entrances adequately 
motivated? How does Ibsen try to make plausible the necessary departure 
of Rosmer? 

2. Who is the most important character in the act ? To whom does the 
act “belong”? Does Ibsen seem to be changing “focus,” to be getting off 
on a side issue? Or can you justify his way of handling things here? 
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3. When Ibsen has Madam Helseth talk further about Beata’s letter to 
Mortensgard, it is clear that he wished again to direct our attention to the 
fact. Why? Is the matter brought up naturally? Do we learn anything 
more about the character of Mortensgard? Are the references to Mrs. Kroll 
used later? 

4. In talking with Madam Helseth, Rebecca is made to insist on two 
things: (1) the unsound mind of Beata; (2) the general rightness, for Rosmer, 
of the way things have gone. What does Ibsen intend to suggest here? 
Does what she says continue any of the suggestions made in Act II or 
anticipate later developments in Act II? 

5. Madam Helseth’s story that children never cry and adults never 
laugh at Rosmersholm may be taken at one level, of course, as folklore. 
May we assume that Ibsen also intends us to see a symbolic meaning? Is 
it a means of attacking the traditional life at Rosmersholm ? Or, simply a 
way of suggesting that a man is bound by his tradition, whether or not one 
can think of “rational” ways of improving it (for instance, by introducing 
more laughter) ? 

6. How does Rosmer’s dialogue with Rebecca develop logically from 
the substance of Act II ? What new stage of development does Rosmer reach 
here? Is the development “in character”? Is it consistent of Rebecca to wish 
to charge Rosmer’s doubts up to “ancestral doubts — ancestral fears — 
ancestral scruples”? How does this argument re-emphasize the basic con- 
flict of the play? 

7. Trace the steps by which the conversation between Kroll and Rebecca 
comes plausibly around to the subject of Rebecca’s background and past. 
In what wav do the events here develop an ironic parallel with events in 
Act II? 

8. Is Rebecca’s confession a melodramatic surprise, or is there evidence 
that Ibsen has been trying to make us foresee it? 

9. How is this scene rendered more meaningful by the fact that we 
have already been given a very clear picture of Ulric Brendel? 

c 10. Note the various references to white horses in this act. What does 
Ibsen intend to do by means of these references? 

11. The reference to the foot-bridge picks up a matter first mentioned in 
the first scene in Act I. Study the two passages and see what meaning you 
find in them at this point. 


ACT FOURTH 

( [The sitting-room at Rosmersholm. 
Late evening. A lighted lamp, with a 
shade over it, on the table.] 

[Rebecca West stands by the table, pack- 
ing some small articles in a hand-bag. 
Her cloak, hat, and the white crocheted 


shawl are hanging over the back of the sofa. 
Madam Helseth enters from the right . ] 

Madam Helseth: [ Speaks in a low 
voice and appears ill at ease . ] All your 
things have been taken down, Miss. 
They are in the kitchen passage. 

5 Rebecca: Very well. You have ordered 
the carriage? 

Madam Helseth: Yes. The coachman 
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wants to know what time he ought to world. At least, I mean — not until to- 
be here. day. 

Rebecca: About eleven o’clock, I Rebecca: But to-day, then ? 
think. The steamer starts at mid- Madam ILlseth: Well, — after all the 
night. 5 horrible things that they tell me the 

Madam Helseth: [ Hesitates a little .3 papers are saying about the Pastor — 
But the Pastor? If he shouldn’t be home Rebecca: Aha! 

by that timer Madam Ilelseth: For the man that 

Rc'ecca: I -shall go all the same. If I can go over to Mortensgurd’s religion — 
don’t see him, you can tell him that I 10 good Lord, I can belies e anything of 
will write to him — a long letter. Tell him him. 

that. Rebecca: Oh yes, I suppose so. But 

Madam Ilelseth: Yes, writing — that what about me? What have you to say 

may be ail very well. But, poor Miss about me? 

West — I do think you should try to 15 Madam Ilelseth: Lord preserve us, 
speak to him once more. Miss — I don’t see that there’s much to 

R t'ccca: Perhaps so. And yet — per- be said against you. It’s not so easy for 

haps not. a lone woman to be always on her guard, 

Madam Ilelseth: Well— that I should that’s certain. — We’re all of us human, 
In e to see this! I never thought of such 20 Miss West. 

a thing. Rebecca: That’s \ ery true, Madam 

Rebecca: What did you think then, Helseth. We are all of us human. — What 
Madam Helseth? are you listening to? 

Madam Helseth: Well, I certainly Madam Ilelseth: [/» a low voice.} Oh 
thought Pastor Rosmer was a more de- 35 Lord, — if I don’t believe that’s him 
pendablc man than this. coming. 

Renecca: Dependable? Rebecca: [Starts.} After all then — •? 

Madam Ilelseth: Yes, that’s what I [Resolutely.'} Well well; so be it. [Jo- 
say. hannes Rosmer enters from the hall} 

Rebecca: Why, my dear Madam Hel- 30 Rosmer: [SVfj the hand-bag , etc., turns 
seth, what do you mean? to Rebecca, and asks:} What does this 

Madam Helseth: I mean what’s right mean? 
and true. Miss. He shouldn’t get out of Rebecca: I am going, 
it in this way, that he shouldn’t. Rosmer: At once? 

Rertcca: [Looks at her} Come now, 35 Rebecca: Yes. [To Madam Ilelseth .] 
Madam Ilelseth, tell me plainly: what Eleven o’clock then, 
do you think is the reason I am going Madam Helseth: Very well, Miss, 
away' [Goes out to the right.} 

Madam Ilelseth: Well, Heaven for- Rosmer: [After a short pause.} Where 
give us, I suppose it can’t be helped, 40 are you going to, Rebecca? 

Miss. Ah, well, well, well! But 1 cer- Rebecca: North, by the steamer, 

tainly don’t think the Pastor’s behaving Rosmer : North? What takes you to 

handsome-like. Mortensgard had some the North? 

excuse; for her husband was alive, so Rebecca: It was there I came from, 

that they two couldn’t marry, however 45 Rosmer: But you have no ties there 
much they wanted to. But as for the now. 

Pastor — h’m! Rebecca: I have none here either. 

Rebecca: [IVith a faint smile.} Could Rosmer: What do you think of doing? 

y. u have believed such a thing of Pastor Rebecca: I don’t know . I only want to 

Rosmer and me? 5° have done with it all. 

Madam Helseth: No, never in this Rosmer: 1 o have done with it? 
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Rebecca: Rosmersholm has broken me. 
Rosmer: [ Ills attention aroused.'] Do 
you say that? 

Rebecca: Broken me utterly and hope- 
lessly. — I had a free and fearless will 
when I came here. Now I have bent my 
neck under a strange law. — From this 
day forth, I feel as if I had no courage 
for anything in the world. 

Rosmer: Why not? What is the law i 
that you say you have — ? 

Rebecca: Dear, don’t let us talk of 
that just now. — What happened be- 
tween you and the Rector? 

Rosmer: We have made peace. i 

Rebecca: Ah yes; so that was the end. 

Rosmer: He gathered all our old 
friends together at his house. They have 
made it clear to me that the work of 
ennobling the minds of men — is not fora 
me. — And besides, it is hopeless in it- 
• self, Rebecca.— I shall let it alone. 

Rebecca: Yes, yes — perhaps it is best 
so. 

Rosmer: Is that what you say now? a 
Do you think so now? 

Rebecca: I have come to think so — in 
the last few days. 

Rosmer: You are lying, Rebecca. 

Rebecca: Lying — ! 

Rosmer: Yes, you are lying. You have 
never believed in me. You have never 
believed that I was man enough to carry 
the cause through to victory. 

Rebecca: I believed that we two to- 
gether could do it. 

Rosmer: That is not true. You 
thought that you yourself could do 
something great in life; and that you 
•J could use me to further your ends. I was 
to be a serviceable instrument to you — 
that is what you thought. 

Rebecca: Listen to me, Rosmer — 

Rosmer: £ Seats himself listlessly on 
! the sofa.] Oh, what is the use? I see 
through it all now — I have been like a 
glove in your hands. 

Rebecca: Listen, Rosmer. Hear what 
I have to say. It will be for the last time. 
fSirr in a chair close to the sofa.] I in- 
tended to write you all about it — when 


I was back in the North. But I daresay 
it is best that you should hear it at once. 

Rosmer: Have you more confessions 
to make? 

5 Rebecca: The greatest of all is to come. 

Rosmer: The greatest? 

Rebecca: What you have never sus- 
pected. What gives light and shade to 
all the rest. 

0 Rosmer: [Shakes his head.] I don’t 
understand you at all. 

Rebecca: It is perfectly true that I 
once schemed to gain a footing at Ros~ 
mersholm. I thought I could not fail to 
5 turn things to good account here. In one 
way or the other — you understand. 

Rosmer: Well, you accomplished your 
ends. 

Rebecca: I believe I could have ac- 
d complished anything, anything in the 
world — at that time. For I had still my 
fearless, free-born will. I knew no scru- 
ples— I stood in awe of no human tie. — • 
But then began what has broken my will 
5 — and cowed me so pitiably for all my 
days. 

Rosmer: What began? Do not speak 
in riddles. 

Rebecca: It came over me, — this wild, 
o uncontrollable passion — . Oh, Ros- 
mer — ! 

Rosmer: Passion? You — ! For what? 

Rebecca: For you. 

Rosmer: [Tries to spring «/>.] What 
5 is this? 

Rebecca: [Stops him.] Sit still, dear; 
there is more to tell. 

Rosmer: And you mean to say — that 
you have loved me — in that way! 
o Rebecca: I thought that it should be 
called love — then. Yes, I thought it was 
love. But it was not. It was what I said. 
It was a wild, uncontrollable passion. 

Rosmer: [With difficulty.] Rebecca, is 
5 it really you — you yourself — that you 
are speaking of? 

Rebecca: Yes, would you believe it, 
Rosmer? 

Rosmer: Then it was because of this — 
o under the influence of this — that you — ■ 
that you “went to work,” as you call it? 
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Rebecca It came upon me like a storm Rosmer I am afraid you are right 
on the se 1 It v\ is, like one of the storms there 

we somet'mes h ne in the Tsoith in the Rehcca But when I found mvsclf 
winter time It seizes you— and whirls sharing jour life here,— in quiet — in 
you a Ion., with it — wherever it will solitude, — when you showed me ill jour'' 

Theie is no resisting it thoughts without reserve — every tender ' 

Rosn 1 1 And so it swept the unhappj and delicate feeling, just is it came to 

Beata into the mill r ice you — then the gre it ch in„e c ime over 

RtUcca A es for it was a life tnd- me Little bj little, \ou understand 
death struggle between Be ita and me at io Almost imperceptiblj — but it 1 ist with 
that time such overwhelming force that it reached 1 

R nn r Assuredlv vou were the to the depths of mv soul 
strongest at Rosmersholm Stronger Rosttnr Oh, is this true, Rebecca? 
than Be ita and I together Rebecca All the rest — the horrible i 

Rtluca I nidged jou rightlj in so 15 sense-into\icated desire — p issed far, far 
far that I was sure I could never reach awav from me All the whirling passions 

vou until jou were a free man, both in settled down into quiet and silence 

circumstances — and in spirit Rest descended on mv soul — i stillness 

R smer But I don’t understand vou, as on one of our northern bird-cliffs 
Rebecca A ou — vourself — \our w hole 20 under the midnight sun 
conduct is an insoluble riddle to me I Rosmer Tell me more of this Tell 
am free now — both in spirit and in cir- me all vou can 

cumstances A ou have reached the very Rebecca There is not much more, 
goal vou aimed at from the first And dear Onlv this— -it was love that was 
vet — 2, born in me The great self denj mg love, 

Rebecca I have never stood farther that is content with life, as we two have 
from mj go il than now liv ed it together 

Rosmer And vet I s iv — when I asked Rosn er Oh, if I had onlv had the 


you yesterdiv — begged vou to be mv faintest suspicion of all this' 
wife — you cried out, as if in fear, that it 30 Rebecca It is best as it is A esterday 
could nev er be — w hen you asked me if I w ould be your 

Rebecca I cried out in despair, Ros- wife — I cried out with joj — 
mcr Rosmer Yes, did you not Rebecca' 

Rjrmer Why I thought that w as the meaning of your 

Rebecca Because Rosmersholm has 35 cry 
sapped my strength My old fearless will Rebecca Tor a moment ves I had 
has had its wings clipped here It is forgotten myself It w as my old buoyant 
crippled' I he time is past when I had will that was struggling to be free But 
course for anything m the world I it has no energy left now — no power of 
have lost the power of action, Rosmer 40 endurance 

Rosmer Tell me how this has come Rosmer How do you account for what 
about has happened to you? 

Rebecca It has come about through Rebecca It is the Rosmer view of life 
my life with you — or your v tew of life, at any rate — that 

Rr smer But how ' How? 45 has infected mv will 1 

Reltcca When I was left alone with Rosmer Infected? 


vou here, — and when you had become Rebecca And mide it sick Enslaved 
yourself again — it to laws th it had no power over me 

Rosmer Yes, yes? before A(ou — life with you — has en- 

Rebecca — for you were never quite 50 nobled my mind — 
yourself so long as Beata lived — Rosmer Oh *-|i it I eould believe it' 
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Rebecca You may safely believe it' Rosmer Oh, don’t remind me of that 
[The Rosmer view of life ennobles But It was only an abortive dream, Rebecca 
■ — [ 'Shal mg her head ] But — but — — an immature idea, that I myself no 

c Rosmer But — ? Well? longer believe in — Ah no, we cannot be 

l Rebecca — but it kills happiness 5 ennobled from without, Rebecca 
Rosmer Do you think so, Rebecca? Rebecca [Softly Not even by tran- 

Rebtcca My happiness, at any rate quil lose, Rosmer? 

Rosmtr Yes, but are you so certain Rosmer [ l bought fully 3 Yes — that 
of that? If I were to ask you again would be the great thing — the most 
now — 5 If I were to beg and entreat 10 glorious in life, almost — if it were so. 
you — ? [Moves uneasily ] But how can I be 

Rebecca Dear, — never speak of this certain of that? How convince myself? 
again 1 It is impossible — 1 lor you Rebecca Do you not belies e me, Ros-. 
’must know, Rosmer, I ha\e a — a past mer? 
behind me 15 Rosmer Oh Rebecca — how can I be- 

Rosmer More than what you have lies e in you, fully? You who have all 
told me? this while been cloaking, concealing such 

Rrbicca Yes Something different and a multitude of things 1 — Now you come 
something more forward with something new If you 

Rosmet [ With a faint smile Is it not 20 have a secret purpose in all this, tell me 
strange, Rebecca? Some such idea has plainly w hat it is Is there anything you 
crossed my mind now and then want to gain by it? You know that I will 

Rebecca It has? And yet — ? Even gladly do everything I can for you 
so — ? Rebecca [Wringing her hands ] Oh 

Rosmer I ne\er believed it I only 25 this killing doubt — 1 Rosmer — Ros- 

played with it — in my thoughts, you mer — 1 

understand Rosmer Yes, is it not terrible, Re- 

Rtbecca If you wish it, I will tell you becca? But I cannot help it I shall 

all, at once never be able to shake off the doubt. I 

Rosmer [ Turning it off ] No, no! I 3 ° can never be absolutely sure that you 
will not hear a word Whatev er it may are mine in pure and perfect love 
be — I can forget it Rebecca Is there nothing in the 

Rebecca But I cannot depths of your own heart that bears 

Rosmer Oh Rebecca — 1 witness to the transformation in me? 

Rebecca Yes, Rosmer — this is the 35 And tells you that it is due to \ou — and 
terrible part of it that now, when all you alone? 

life’s happiness is within my grasp — my Rosmer Oh Rebecca — I no longer be- 

heart is changed, and my own past cuts Iieve in my power of transforming any 
me off from it one My f 11th in myself is utterly dead. 

Rosmer \ our past is dead, Rebecca 40 1 believe neither in myself nor in you 
It has no hold on you any more — it is no Rebecca [Looks darkly at him ~] Then 
part of you — as you are now how will you be able to live your life? 

Rebecca Oh, you know that these are Rosmer That I don’t know I cannot 
only phrases, dear And innocence? imagine how I don’t think I can live it. 
! Where am I to get that from? 45 — And I know of nothing in the world 

Rosmet [Sadl\ ] Ah, — innocence that is worth liv ing for 

Rebecca Yes, innocence That is the Rebecca Oh, life — life will renew lt- 
source of pe ice and h ippiness That was self Let us hold fast to it, Rosmer — 
the vital truth you were to implant in We shall leave it soon enough 
the coming generation of happy noble- 5 ° Rosmer [Springs up restlessly ] Then 
men — give me my faith again 1 My faith in you. 
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Rebecca! My faith in your love! Proof! you think? Just as I am standing ready 
I must have proof! to pour forth the horn of plenty, I make 

Rebecca: Proof? How can I give you the painful discovery that I am bank- 
proof — ? rupt. 

Rosmer: You must! [Walks across the j Rebecca: But all your unwritten V 
room. J I cannot bear this desolation — works — ? ' 

this horrible emptiness — this — this — Brendel: For five-and-twenty years I , 

[.{ loud knock at the hall door.'} have sat like a miser on his double- 

Rebecca: [Starts up from her chair.' ] locked treasure-chest. And then yes- 
Ah — did you hear that? [The door opens, io terday — when I open it and want to 
L'lric Brendel enters. He has a white shirt display the treasure — there’s none there! 1 

Oil, a black coat and a good pair of boots. The teeth of time had ground it into 
with his trousers tucked into them. Other- dust. There was nix and nothing in 
wise he is dressed as in the first act. lie the whole concern. ■* 

looks e\citedf\ IS Rosmer: But are you so sure of that? ^ 

Rosmer: Ah, is it you, Mr. Brendel? Brendel: There’s no room for doubt, 
Brendel: Johannes, my boy — hail — my dear fellow. The President has con- ' 

and farewell! vinced me of it. 

Rosmer: Where are you going so late? Rosmer: The President? 

Brendel: Downhill. 20 Brendel: Well well — His F.xcellency 

Rosmer: How — r then. Gan s nach Belieben. 

Brendel: I am going homewards, my Rosmer: What do you mean? 

beloved pupil. I am home-sick for the Brendel: Peter Mortensgard, of 

mighty Nothingness. course. 

Rosmer: Something has happened to 25 Rosmer: What? 
you, Mr. Brendel! What is it: Brendel: [ Mysteriously .] Hush, hush, 

Brendd: So you observe the trans- hush ! Peter Mortensgard is the lord and 

formation? Yes — well you may. When I leader of the future. Never have I stood 

last set foot in these halls — I stood be- in a more august presence. Peter Mor- 
fore you as a man of substance, and 3° tensgard has the secret of omnipotence, 
slapped my breast-pocket. He can do whatever he will. 

Rosmer: Indeed! I don’t quite under- Rosmer: Oh, don’t believe that, 
stand — ■ Brendel: Yes, my boy! For Peter 

Brendel: But as you see me this night, Mortensgard never wills more than he . t 
I am a deposed monarch on the ash- 3 5 can do. Peter Mortensgard is capable of 
heap that was my palace. living his life without ideals. And that, < 

Rosmer: If there is anything 7 can do ( do you see — that is just the mighty 
for you — secret of action and of victory. It is the 

Brendel: You have preserved your sum of the whole world’s wisdom. Basta! 
child-like heart, Johannes. Can you 4° Rosmer: [In a low voiced] Now I un- 
grant me a loan ? derstand — why you leave here poorer 

Rosmer: Yes, yes, most willingly! than you came. 

Brendel: Can you spare me an ideal Brendel: Bien! Then take a Beispiel by 
or two? your ancient teacher. Rub out all that 

Rosmer: What do you say? 45 he once imprinted on your mind. Build * 

Brendel: One or two cast-off ideals. It mot thy house on shifting sand. And look 
would be an act of charity. For I’m ahead — and feel your way — before you 
cleaned out, my boy. Ruined, beggared. build on this exquisite creature, who 
Rebecca: Have you not delivered your here lends sweetness to your life, 
lecture? 5° Rebecca: Is it me you mean? 

Brendel: No, seductive lady. What do Brendel: Yes, my fascinating mermaid. 
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Rebecca: Why am I not to be built on ? would always remain as they were be- 
Brendel : [Comes a step nearer .] I tween us. 
gather that my former pupil has a great Rebecca: Yes, I thought so. 

cause to carry forward to victory. Rosmer: So did I. But if I were to 

Rebecca: What then — ? 5 go — 

Brei’del: Victory is assured. But — Rebecca: Oh, Rosmer — you will live 

mark me well — on one indispensable longer than I. 

condition. Rosmer: Surely my worthless life lies 

Rebecca: Which is — ? in my own hands. 

Brendel: [Taking her gently by the 10 Rebecca: What is this? You are never 
r vri't.] That the woman who loves him thinking of — 1 

shall gladly go out into the kitchen and Rosmer: Do you think it would be so 
hack off her tender, rosy-white little strange? After this pitiful, lamentable 
finger — here — just here at the middle defeat! I, who was to have borne a great 
joint. Item, that the aforesaid loving 15 cause on to victory — have I not fled 
woman — again gladly — shall slice olf her from the battle before it was well be- 
incomparably-moulded left ear. [Lets gun? 

her go, and turns to Rosmer.] Farewell, Rebecca: Take up the fight again, 
my conquering Johannes. Rosmer! Only try — and you shall see, 

Rosmer: Are you going now? In the 20 you will conquer. You will ennoble hun- 
dark night? dreds — thousands of minds. Only try! 

Brendel: The dark night is best. Rosmer: Oh Rebecca — I, who no 
Peace be with you. [lie goes. There is a longer believe in my own mission! 
short silence in the room. ] Rebecca: But your mission has stood 

i Rebecca: [Breathes heavily .] Oh, how 25 the test already. You have ennobled one 
close and sultry it is here! [Goes to the human being at least — me you have en- 
zvindow, opens it, and remains standing nobled for the rest of my days. 
by it.] Rosmer: Oh — if I dared believe you. 

Rosmer: [Siir dozen in the arm-chair Rebecca: [Pressing her hands together.'] 
by the stove.] There is nothing else for it 3° Oh Rosmer, — do you know of nothing — 
after all, Rebecca. I see it. You must go nothing that could make you believe it? 
away. Rosmer: [Starts as if in fear.] Don’t 

Rebecca: Yes, I see no choice. speak of that! Keep away from that, 

Rosmer: Let us make the most of our Rebecca! Not a word more. 

I last hour. Come here and sit by me. 35 Rebecca: Yes, this is precisely what we 
Rebecca: [Goer and sits on the sofa.] must speak about. Do you know of any- 

What do you want to say to me, thing that would kill the doubt? For / 

Rosmer? know of nothing in the world. 

Rosmer: First, I want to tell you that Rosmer: It is well for you that you 
you need not feel any anxiety about 40 do not know. — It is well for both of us. 
your future. Rebecca: No, no, no. — I will not be 

Rebecca: [Smiles.] H’m, my future. put off in this way! If you know of any- 

Rosmer: I have long ago arranged for thing that would absolve me in your 

,\ everything. Whatever may happen, you eyes, I claim as my right to be told of it. 

iff are provided for. 45 Rosmer: [As if impelled against his 

Rebecca: That too, my dear one? will to speak.] Then let us see. You say 

Rosmer: You might surely have that a great love is in you; that through 

known that. me your mind has been ennobled. Is it 

Rebecca. It is many a long day since I so? Is your reckoning just, Rebecca? 
have gi\ en a thought to such things. 50 Shall we try to prove the sum? Say? 
Rosmer: Yes, yes — you thought things Rebecca: I am ready. 
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Rosmer: At any time? have no more cowardly subterfuges, 

Rebecca: Whene\ er you please. The dear! How can you believe me on my 
sooner the better. bare word after this day? 

Rosmer: Then let me see, Rebecca, — Rosmer : I shrink from seeing your 

if you for my sake — this very eeening ; defeat, Rebecca! 

— [Breaks oj.[ Oh, no, no, no! Rebecca: It will be no defeat. 

Rebecca: Yes, Rosmer! Yes! Tell me, Rosmer: Yes, it will. \ou will never 

and you shall see. bring yourself to go Beata’s way. 

Rosmer: Has e you the courage — have Rebecca: Do you think not? 

you the will — gladly, as TJlric Brendel 10 Rosmer: Never. A ou are not like 

said — for my sake, to-night — gladly — to iBeata. You are not under the dominion 
go the same way that Beata went? of a distorted view of life. 

Rebecca: [Rites slowly from the sofa; ( Rebecca: But I am under the dominion 
almost voiceless [ ] Rosmer — ! pf the Rosmersholm view of life — now. 

Rosmer: Yes. Rebecca — that is theirtVhat I have sinned — it is fit that I ' 
question that will for ever haunt me — .should expiate. , 

when you are gone. Every hour in the Rosmer: [Looks at her fixedly Is that : 
day it will return upon me. Oh, I seem your point of view? 
to see you before my very eyes. A ou are Rebecca: Yes. 

standing out on the foot-bridge — right 20 Rosmer: [With resolution."] W ell then, 
in the middle. Now you are bending I stand firm in our emancipated viewof 
forward o\er the railing — drawn dizzily life, Rebecca. There is no judge over us; 
downwards, downwards towards the and therefore we must do justice upon 
rushing water! No — you recoil. You ourselves. 

have not the heart to do what she dared. 25 Rebecca: [- 1 /uv nderstanding him!} 
Rebecca: But if I had the heart to do Yes, that is true — that too. My going ■ 
it? And the will to do it gladly? What away will save what is best in you. 
then? Rosmer: Oh, there is nothing left to 

Rosmer: I should have to believe you save in me. 

1 then. I should recover my faith in my 30 Rebecca: Yes, there is. But I — after 
(mission. Faith in my power to ennoble to-day, I should only be a sea-troll 

j human souls. Faith in the human soul’s dragging down the ship that is to carry 

• power to attain nobility. you forward. I must go overboard. Why 

Rebecca: [Takes up her shazel slozcly, should I remain here in the world, trail- 
and p i.v ii over her head: says ttriih com- 35 ing after me my own crippled life? ' 
posured] A ou shall have your faith again. Why brood and brood over the happi- 
Rosmer: Have you the will and the ness that m3' past has forfeited for ever? 
courage — for this, Rebecca? I must give up the game, Rosmer. 

Rekicca: That 3-0 u shall see to-mor- Rosmer: If you go — I go with }-ou. 
row — or afterwards — when they find my 40 Rebecca: [Smiles almost imperceptibly, 
bods-. looks at him, and says more softly. ] Yes, 

Rosmer: [Puts his hand to his fore- come with me — and see — . 
head. [ There is a horrible fascination Rosmer: I go with you, I say. 
in this — ! Rebecca: To the foot-bridge, yes. f 

Rebecca: For I don’t want to remain 4; You know 3'ou never dare go out upon it. 
down there. Not longer than necessary. Rosmer: Have 3 T ou noticed that? • 

You must see that the}’ find me. Rebecca: [Sadly and brokenly. ~] Yes. — 

R'iri.; c r: [Springs r/p.] But all this — It was that that made m3- love hopeless, 
is nothing but madness. Go — or stay! I Rosmer: Rebecca, — now I lay my 
will take your bare word this time too. 50 hand on your head — [Jrjt-j ju] — and I 
Rebecca: Phrases, Rosmer! Let us wed you as my true wife. 
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Rebecca: [Takes both his hands, and Rosmer: We go with each other. Re- 
bows her head towards his breast .] Thanks, becca — I with you, and you with me. 

Rosmer. [Lets him gu.~] And now I will Rebecca: I almost think that is the 
go — gladly. truth. 

. Rosmer: Man and wife should go to- 5 Rosmer: For now we two are one. 
gether. Rebecca: Yes. We are one. Come! We 

Rebecca: Only to the bridge, Rosmer. go gladly. [They go out hand in hand 
Rosmer: Out on to it, too. As far as through the hall, and are seen to turn to 
you go — so far shall I go with you. For the left. The door remains open. The room 
now 1 dare. 10 stands empty for a little while. Then the 

Rebecca: Are you absolutely certain — door to the right is opened by Madam Hel- 
that this way is the best for you? seth.J 

Rosmer: I am certain that it is the Madam Helseth: Miss West — the car- 
r only way. riage is — [Looks round.~\ Not here? 

Rebecca: If you were decen ing your- 15 Out together at this time of night? 
self? If it were only a delusion? One of Well — I must say — ! H’m! [Goes out 
those white horses of Rosmersholm? into the hall, looks round, and comes in 
Rosmer: It may be so. For we can againi] Not on the garden seat. Ah, 
never escape from them — we of this well well. [Goes to the window and look ! 
house. 20 outL\ Oh, good God! that white thing 

Rebecca: Then stay, Rosmer! there — ! My soul! They’re both of 

Rosmer: The husband shall go with them out on the bridge! God forgive the 
his wife, as the wife with her hus- sinful creatures — if they’re not in each 
band. other’s arms! [Shrieks aloud. Oh — 

Rebecca: Yes, but first tell me this: 25 down— both of them! Out into the mill- 
Is it you who follow me? Or is it I who race! Help! Help! [Her knees tremble; 
follow you? she holds on to the chair-back, shaking all 

Rosmer: We shall never think that over; she can scarcely get the words out.J 
question out. No. No help here. — The dead wife has 

Rebecca: But I should like to know. 30 taken them. 

NOTES ON ROSMERSIIOLM 

t I. STRUCTURE AND THEME IN ACT III 

As we have seen, in Acts I and II Ibsen is primarily concerned with 
Rosmer’s inner conflict. The first part of Act III stresses further the ironic 
outcome of the conflict: Rosmer is more sure than ever that he has lost his 
innocence and therefore cannot go on as emancipator. In other words, 
Rosmer has not really broken with his traditions — they include a sense of 
guilt — and the grip of the irrational is still strong upon him. 

At this point Ibsen suddenly shifts his attention to Rebecca and makes 
her the central figure — a complex figure who demands in her own right all 
yjof our attention. As we learn how completely she has managed things, we 
feel almost as if Rosmer were being shunted into a secondary role. Ibsen 
runs a great risk here: in Act III he actually seems to be starting off another 
play. It is doubtful, indeed, whether he does successfully handle this 
problem of structure — a matter which we shall discuss further in Section 
6, on Tragedy. 



MORE MATURE TYPES 


30S 

In the meantime, however, we see that the Kroll-Rebeeca dialogue does 
have a certain structural role: it is parallel zvith Act II. There, Rosmer 
learned about his past; here, Rebecca is reminded of hers. He could not 
escape his past; nor can the woman who encouraged him to try to do so 
escape hers. He is bound by the irrational, and so is she: she is worried 
about her age (“We are made so”), and she retains enough conventional 
scruples not to wish to be known as an illegitimate child. Thus the sym- 
metrv of the two acts is a means of stressing a theme. Ibsen pushes this 
symmetry still further when he has Kroll make the same shift from prin- 
ciples to expediency that Kroll has revealed in advising Rosmer: the 
relationship of Rosmer and Rebecca, he says, should be “legalised.” Then 
there is the final impressive parallel: Rosmer renounces his career as 
emancipator, Rebecca renounces her hold on Rosmer. But whereas Rosmer 
retreats, Rebecca moves forward: her act, since she wishes to save Rosmer 
for liberalism, requires high courage and devotion. 

2. IRONY IN ACT III 

Irony again dominates — irony employed not to produce a mere sense of 
shock, but as a means of exhibiting the latent realities of a situation which 
is more complex than it appears on the surface: 

1. Rebecca admits to Kroll the hold of the past upon Rosmer (the stu- 
dent should find the lines) — and thus, really, the failureof herwhole mission. 

2. Since Rebecca is stronger than Rosmer, the recoil of her past upon 
her is even more bitterly ironic than the corresponding experience of 
Rosmer's. 

3. Kroll’s insistence that Rosmer and Rebecca marry again sets up a 
richly ironic situation: Kroll wants the marriage for the sake of expedi- 
ency; Rosmer wants it as an answer to his own need; and Rebecca wants 
the marriage because of her love for Rosmer, but she cannot go on with it 
because of her own conviction that she loved Rosmer with a guilty love in 
the past. Her own past thus comes to bear upon her in another way. 

4. Seeing failure in every direction, she makes a final heroic gesture; 
she tries to give back to Rosmer a saving sense of innocence by admitting 
her own responsibility for Beata’s death. But instead of freeing Rosmer 
she only throws him back into Kroll’s arms. By this time we can see an 
ironic similarity between her renunciation and that made by Beata, which 
also failed to accomplish its purpose. 

Through irony, then, we become aware that the characters have been 
acting upon false — or at least inadequate — premises. One line of Rebecca’s, 
points to the human truth that underlies the failures of Rosmer and Re- 
becca: “Besides, there are two sorts of will in us I believe” (p. 297b, 44- 
+ 5 )- 

3 . THE STRUCTURE AND IRONY OF ACT IV 

The function of Act IV is to push on to a logical and final settlement 
the complex relationship between Rosmer and Rebecca. Here Ibsen runs 
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the risk of presenting us with merely an undramatic post-mortem (a 
risk which Wilde does not wholly escape in his Act IV). But notice how 
Ibsen (0 makes the act an integral parr of the play and (2) gives the act 
a definite forward movement. 

1. Rebecca’s confession is really necessary to clarify a matter still 
obscure — her motives. We have seen her both as an idealist associate of 
Rosmer and as a not overly scrupulous wielder of power. The conflict 
between these aspects of her character is resolved by her passion for 
Rosmer, a passion which helps explain both the selfish and unselfish sides 
of her. Do we feel at this point that Ibsen has, like a mystery-writer, been 
unnecessarily withholding a piece of vital information? Probably not: 
Rebecca would not confess the truth while things seemed to be going well. 
Her confession is a sign of failure — but at the same time an evidence of the 
change of character she has undergone. 

Again the effect is ironical. Rebecca has not conquered, bur is conquered 
by, the “Rosmer view of life”; Rosmer, if he has influenced no one else, 
has ennobled her, brought her to tranquil love; so there grows upon her the 
very sense of guilt that had plagued him. Finally, Rosmer assumes her 
old role, assures her that her “past is dead.” 

2. But Ibsen still has to deal with Rosmer’s conflict. Even while assuring 
Rebecca that her past is dead, Rosmer shifts back to his problem: how can 
he regain his sense of innocence, what evidence is there of disinterestedness 
in Rebecca’s love? (The student will find it useful to trace the steps by 
which this transition to Rosmer’s problem is made naturally.) Note how 
strongly Ibsen conveys to us Rosmer’s distrust of Rebecca: we have seen 
her character unfold just as Rosmer has, exposing one unexpected layer 
after another. We share his uncertainty of her. In the resolution of that 
uncertainty lies the forward movement of the play. 

The Significance of Brendel. Just as before, Brendel is used to point the 
way or to suggest a line of action. After seeing him in Act I, Rosmer went 
on uncompromisingly to make his break with Kroll. In Act IV. Brendel 
even speaks symbolically (Rebecca must cut off her finger and ear): he 
points to the need of complete, uncompromising renunciation. The only 
proof of love is ultimate selflessness. 

After an interval of relatively flat conversation, which Ibsen perhaps 
intended to seem flat in order to suggest temporary inability or unwilling- 
ness to act upon Brendel’s cue, Rosmer finally suggests that Rebecca’s 
dying, as Beata had died, would finally give substance to her love for him. 
This is a very daring piece of craftsmanship by Ibsen, for it asks us to accept 
something which runs counter to all our usual ways of looking at things. 
We are not used to such absolute action; we do not easily think of the 
voluntary yielding of life except in great and heroic causes. Two matters 
are noteworthy, however. Ibsen has in a way prepared us for this by the 
fact that the whole play is concerned with the devoting of a life to a 
cause — Rosmer’s to emancipation, Rebecca's to Rosmer. Second, we are 
so aware of Rebecca’s interference in Rosmer’s life that we feel she owes 
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him heavy reparation. Further, Ibsen aids our acceptance of the situation 
by presenting Rebecca as accepting it: this is her formal act of purifica- 
tion, her search fui salvation. 

Rosmer’s Proposal of the Sacrifice. Perhaps the greatest difficulty in the 
way of the reader's acceptance lies in the fact that Rosmer, the potential 
beneficiary, makes the request. If Rebecca made the suggestion first, or if 
a third person made it, or if Rosmer were a heroic or Christ-like figure who 
demanded a sacrifice to something greater than himself, there would be 
little difficulty. But as it is, the reader may feel that Rosmer seems in- 
tolerably self-centered. 

Ibsen has, however, obviously attempted to manage the scene so as not 
to make Rosmer seem incredibly selfish. In the first place, Rosmer has cer- 
tainly not planned to make any such proposal to Rebecca. Earlier in the 
scene he says that he has provided for her future; evidently he expects her 
to survive him. Second, even before making his proposal he is thinking of 
his own death, as his phrase “whatever may happen” and his statement, 
“My worthless life lies in my own hands,” indicate plainly. Rebecca’s 
exclamation, “What is this? You are never thinking — ” shows that she 
thinks he is hinting at suicide. 

Third, the proposal as Rosmer first makes it is purely hypothetical. He 
has learned such a distrust of himself and of her that only the most desper- 
ate action can bring him around. Moreover, and this is highly important, 
Rosmer is really convinced that Rebecca could not logically do such a 
thing; it is the one thing that the “emancipated,” perfectly rational view 
of life would rule out. As he states the case to her, then, he is not so much 
making a serious suggestion as thinking aloud, commenting on his own 
desperation: it is impossible for me to regain confidence; I am at an impasse; 
your view 7 of life makes impossible the one thing — an act like Beata’s — that 
could restore my confidence in you. 

He is hesitant even to say so much. His words, “There is a horrible fas- 
cination in this — ” indicate his recognition that the whole proposal is 
fantastic and unthinkable. When he says, “Never. You are not Beata. 
You are not under the dominion of a distorted view of life,” he is not 
taunting her with lack of character; he simply sees her as belonging to a 
different school of thought from Beata. 

The student will judge for himself whether this interpretation is sound, 
or he may decide that it is perhaps what Ibsen ought to have done but did 
not really succeed in conveying to the reader. But another difficulty comes 
to the fore in what follows the last speech quoted. Even assuming that the 
interpretation suggested above is correct, the reader may feel that Rosmer’s 
transition from fanciful hypothesis to serious proposal and acceptance of 
the sacrifice is entirely too easy. 

How has Ibsen meant to present that transition? Rosmer says — Ibsen 
adds the stage direction “( With resolution.)” — “Well, then, I stand firm in 
our emancipated view of life, Rebecca. There is no judge over us; and there- 
fore we must do justice on ourselves.” Ibsen prefaces Rebecca’s answer 
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with the significant stage direction — “ {Misunderstanding him). ” How does 
she misunderstand him? By taking him to mean that he is going to persist 
in his emancipation after ail, for she goes on to say, “My going away will 
save what is best in you.” But Rosmer, as the rest of the scene reveals, 
means something quite different. He evidently means: even judged by the 
new morality of emancipation we — that is, the individual — must do what 
Beata did. What I am proposing is not a reversion to my old orthodoxy. I 
stand firm in the emancipated view — and it is from this viewpoint that I 
am executing judgment on myself. 

But, again, this view of the action may claim too much for what is in 
the text. Ibsen certainly, most readers will agree, has put a heavy burden of 
interpretation upon the actor and actress who are to play this scene. 

One thing is clear, however: when Rosmer does execute judgment on 
himself, and Rebecca is no longer a solitary victim, some of the early 
difficulties of the scene disappear. This self-judgment is part of a power- 
fully ironic conclusion. Rebecca dies by the Rosmersholm tradition — j 
expiation of sin; Rosmer by the “emancipated view.” This, ironically, is 
the only real application of his modernity. Then, there is the symbolic 
marriage just before death: indeed, death is ironically their marriage. 

4. THE RELATION OF CHARACTERIZATION TO MEANING 

Of the two preceding plays that resembled or aspired to be tragedy, one, 
Everyman, may be said to have a hero, and the other, The London Mer- 
chant, a “villain” (The School for Scandal, a comedy, also has a villain). 
Rosmersholm has neither; in all his major characters Ibsen consistently 
presents a complex mixture of “good” and “bad.” His unwillingness to 
mould this mixture toward any conventional expectations gives the play 
maturity, and likewise some difficulty. The complexity of character makes 
greater demands of us than the relatively simple inner contradictions in 
Everyman, Barnwell, and Charles Surface. Rebecca’s union of noble ends 
and doubtful means we have already discussed. In Rosmer we see fine 
idealism mixed with weakness and naivete. Brendel is an uncompromising 
liberal of fine insight, whose drunkenness is the equivalent of Rosmer’s 
weakness. Mortensgard stands for a noble cause, perhaps, but his means 
are less noble than expedient. Kroll, who combines great strength with re- 
markable understanding of character, tends to be hard, overbearing, and 
not overscrupulous in his methods of combat. 

The inner complexity of the characters points toward complexity of 
meaning: Ibsen is not taking sides but is endeavoring to present in a lifelike 
way the multiplicity of forces and demands to which all individuals are 
subject. Rosmer and Rebecca view life a little too simply in wanting to be 
“free,” to be reasonable, to ennoble men. Absolute freedom is not possible, 
nor absolute reason; and there are other roads to nobility besides emanci- 
pation. It is not that freedom is bad, but that Rosmer and Rebecca mis- 
interpret freedom; their real problem is not to escape from the past but to 
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use the past constructively in the present. They try to do too much, and so 
they fail. On the other hand Ibsen does not suggest that reliance on the 
past— that is. the traditional way of life. as symbolized by Rosmersholm — 
will of itself lead to perfection and happiness; we hear much of the gloom 
and oppression at Rosmersholm, and Kroll, though he gains strength and 
certainty from following a marked-out path, scarcely exhibits an in- 
vitingly serene wisdom. But there are no easy choices; the human being 
always runs into conflicting demands. Here it is well to recall Ibsen’s insist- 
ence that his business was asking questions, not answering them. 


5. LANGUAGE 

This complexity of character and meaning is not easily grasped ; it may be 
said, perhaps, that when it is all finished, we still feel a certain unsatisfac- 
toriness about Ibsen’s performance. One of the reasons for this is discussed 
in the following section on Tragedy. But at this point we may suggest 
that what Ibsen has to say would probably have come across more suc- 
cessfully in poetic form. Poetic language, with its suggestiveness and allu- 
siveness, its taking full advantage of the richness of meanings, is almost 
essential to the expression of so complex a conception asthatof Rosmersholm. 
Here we have several levels of activity in several characters— that which 
appears on the surface and those which, for whatever reason, are concealed. 
Poetic language could represent all the levels simultaneously; prose, which 
is relatively flat and one-dimensional, has to do them one at a time — as in 
the case of Rebecca, in whom we sense ambiguities almost to the end. We 
are left to effect our own synthesis, which can never be as satisfactory as 
the author’s own. Ibsen, indeed, is working toward the method of poetry 
when he uses such a symbol as the foot-bridge and when he has Brendel 
say, “slice off her incomparably moulded left ear”; he might well have 
gone further. When we come to the plays of Marlowe and Shakespeare, for 
instance, we can see how fully the poetic language supports and intensifies 
the dramatic meaning. 


6. ROSMERSHOLM AS TRAGEDY 

Is the play a tragedy? Before we try to answer this question, it may be 
well to make sure that we agree whose play it is. Whose story is it? One is 
inclined to say that it is Rosmer’s. In him the forces of orthodoxy and 
radicalism, rationality and irrationality, are headed up. It is over him that 
the others contend. Yet if it is his story, one must conclude that the play 
is hardly a tragedy. Rosmer is too weak to be a tragic hero. The difficulty 
is not that he lacks violence or has little picturesqueness. These qualities 
,are not necessary in a tragic hero. The tragic protagonist can be a quiet 
; man; in appearance, even an unprepossessing man. But strength is neces- 
sary. The tragic protagonist must put up a struggle, but Rosmer struggles 
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only feebly. He is foredoomed to give in; the collapse of his program, fore- 
shadowed early in the play, is complete by the end of Act III. The decisive 
actions are taken without his knowledge, and as soon as he hears what they 
are, he gives up. As he says to Rebecca in Act IV, “Assuredly you were 
the strongest at Rosmersholm. Stronger than Beata and I together.” 

Rosmer is right. It is Rebecca who decided to free Rosmer, who pushed 
Beata to suicide, who encouraged Rosmer to declare his emancipation. 
One can make a case for the play’s being her tragedy. Rosmer’s case is 
pathetic rather than tragic: he is the man whose fate is determined by 
forces of which his will is not one. He tends to be — in Aristotle’s terms — the 
good man who suffers and who cannot therefore be the tragic protagonist. 
Rebecca, on the other hand, is not extraordinarily good or bad. She repre- 
sents a mixture, and she has humanity, pluck, and daring. Yet there are 
difficulties in the way of considering her the tragic protagonist. 

First, the author has hardly focused the play on her. In Acts I and II 
she plays a decidedly secondary role; she dominates most of Act III but 
only part of IV. That the play might be hers comes to the reader almost as 
an afterthought. The author has not had us live with her through the 
process of thought and emotion by which she reaches the decision to inter- 
fere with the lives of the Rosmers, or to visualize dramatically the effect 
upon her when she realizes that, because Beata has drowned herself, she 
has been successful. Her confession scene is dramatic enough, but then we 
see the earlier act as a fait accompli. She is now a different woman. 

Second, if we argue that the great dramatic decision of the play is not 
Rebecca’s decision to destroy Beata but rather Rebecca’s deciding to free 
Rosmer finally from Beata by showing him that she can die for his good as 
well as Beata, and if we argue that we do participate imaginatively in the 
decisive act, which is indeed enacted before our eyes, it would have to be 
answered that, although the act is dramatic, Rebecca has now T become 
■i Aristotle’s “good man.” Her act is entirely sacrificial; the struggle is over. 

This is not to say that the end is ineffective or devoid of tragic elements. 
The fact that the struggle is internal, and that the conflict is between basic 
elements in human experience, certaifily brings the play close to tragedy. It 
is obviously much better than Barrr.vell; yet if we compare it with Lear or 
Oedipus we shall have to say that it falls short of the tragic quality of these 
plays. Treated from the beginning as Rebecca’s tragedy, it might have 
reached a high level. Certainly, it has the essential ingredients: Rebecca 
has a mixture of motives (though none of them is crass), she embarks on a 
great project, she fails, and she is ironically pulled down by the very forces 
from which she would save Rosmer. She can transcend them and win him 
from them only by complying with them and suffering from the same death 
into which she had forced Beata. 

■ Why has Ibsen not worked it out in this way? In other words, why has 
! he spent so much time on Rosmer? At this we can only conjecture. But it is 
worth noting that Rosmer is more closely related to the village situation 
than Rebecca, and the village situation suggests the “problem play” which. 
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though he protest against it, Ibsen tends to write. Perhaps it is not too 
fantastic to suggest that he began the play at the problem level where he 
would be likely to deal with purely transitory problems — and then gradu- 
ally, but a little bit too late, found himself shifting over to the tragic im- 
plication of his materials. 

7 . ROSMERSIIOLM AS PROBLEM PLAY 

The situation which we have suggested in the preceding paragraph is one 
.which we do often find in modern drama: tl preoccupation of the dramatist 
I with a problem — such as prohibition, or rate relations, or politics — often 
i ties him to a temporary situation, the passing of which exhausts the mean- 
ing of the play. 

All tragedy involves problems, of course. But the playwright who is 
primarily concerned with the solution of the problem, or who may even 
hope to assist in a certain kind of solution, is likely to miss the universal 
issues involved in the problem — the issues which he must find if the play 
is to be of perennial value. The danger is particularly great if, in his desire 
to move the public to do something about a problem 'lynching, political 
corruption, cruelty of employers 1. the playwright presents his protagonist 
as a victim of circumstances beyond his control. This is to strike at the 
roots of tragedy by cutting the protagonist off from any meaningful struggle. 
He is not responsible for his downfall: he is not involved in guilt, as the 
tragic protagonist to a degree always is. Our emotions are rather simple: 
righteous anger against the circumstances, the environment, the state of 
affairs, whatever is responsible for the protagonist's sufferings. Such a con- 
centration of emotions is logical if all the author wants to do is arouse re- 
sentment at certain conditions. But this method leads away from tragedy. 

Since ” problem plays" and tragedies are both concerned with problems, 
the crucial issue is what the author does with the character in treating the 
problem. If he regards the problem as providing merely a setting for the 
investigation of the complexities of character — and even the most topical 
issue can be so treated — he is on the road to tragedy. If he takes the good- 
ness and badness of his characters for granted, he is going to secure much 
less profound effects. The choice is up to the author: What treatment will 
choose to make: Shakespeare, for instance might easily have made Hamlet 
into a rather trashy problem play if he had been dealing merely with the 
problem of preventing the usurpation of thrones. 

Rosmersholm . we have suggested, falls short of tragedy. But we owe it to 
Ibsen to make clear that he has gone a long way beyond the mere problem — 
whether the conservatives or liberals shall determine the life of the com- 
munity — and, by his concern with problems of character, has approached 
tragedy. He is concerned with moral rather than social problems: Rebecca, 
at least, has a certain freedom of will; both leading characters are respon- 
sible. Ibsen’s plays do not always work out in this way. Shaw's, likewise, 
tend to become mere problem plays. And many modern plays, including 
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O’Neill’s serious plays, are too much like mere clinical studies i n envir on- 
ment or psychology. " 

We have no right, of course, to demand that every play be a tragedy — 
either in intention or in fact. We have to be grateful for the sensitive and 
intelligent play wherever we are so fortunate as to find it. We should be the 
poorer for the loss of such plays. We need not cease to enjoy them, though 
we acquire a finer discrimination of the nature of tragedy. Yet the fact that 
our age rarely produces tragedy, in spite of its evident dramatic talent, may 
tell us something about the nature of our age and of ourselves. 

8. THE UNITIES 

The action of the play all occurs on the last three days of the lives of 
Rosmer and Rebecca; all of it occurs at Rosmersholm — three acts in one 
room. That this is not an artificial limitation of time and place simply for 
the sake of adhering to the “unities” is apparent from our not feeling that 
the action is managed in a forced or awkward way. Ibsen has no difficulty 
in getting his characters where he wants them at a given time, or in making 
them seem to develop naturally within the time used. 

The compactness of his play, then, is clearly the result, not of an arti- 
ficial and inflexible theory of time and place, but of the way in which 
Ibsen conceives of his problem. This play — as well as others by Ibsen — 
suggests that he conceives of drama as essentially concerned only with the 
critical high point of an action, even though it may have roots and rami- 
fications which may go far back in time. These earlier developments, of 
course, may have to be recalled in some detail and by one device or another 
introduced into the play (note with what skill past events are introduced 
in Rosmersholm; the play is never held up to permit exposition), but the 
direct presentation of them is outside the scope of the play. The play itself 
deals only with the climactic moment; hence the “unity of time” and the 
“unity of place,” instead of having some intrinsic value, actually derive 
from the unity of the action — that is from its brevity, compactness, single- 
ness. Indeed, Ibsen’s management of these problems represents a very 
interesting application of the principles set forth in Part One, under “ Prob- 
lems of Scope,” which it may be useful to review briefly (pp. 27-29). 

QUESTIONS ON ROSMERSHOLM 

1. What ironic effect does Ibsen secure in the short scene between Madam 
Helseth and Rebecca at the beginning of Act IV? Does Madam Helseth’s 
thinking in any way resemble Kroll’s? Does Madam Helseth’s attitude to 
Rebecca in any way influence our own ? Consider the final scene in Act III. 

2. Brendel’s speeches are often characterized by sardonic wit. Does this 
style seem appropriate to his character? 

3. Does the Brendel scene accomplish anything else besides indicating a 
line of action for Rebecca and Rosmer? What do we learn from Brendel’s 
references to Mortensgard? 
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4. Does Rosmer’s statement to Rebecca, “Ah no, we cannot be ennobled 
from without” amplify the meaning of the play in any way? 

5. What is the dramatic value of Rebecca’s lines, “Then how will you 
be able to live your life?” and “Let us hold fast to it, Rosmer. — We shall 
leave it soon enough”? 

6. What is ironic about Rosmer’s telling Rebecca he has arranged for 
her “future”? Does this remark in any way suggest Madam Helseth? 

7. Work out fully the meaning of the foot-bridge as it appears in the 
dialogue near the end of Act IV (p. 306a, 20 ff.). What was it that made 
Rebecca’slove “hopeless”? Why does Rosmer feel that he can wed Rebecca 
at this point? Consider also the use made of the foot-bridge later. 

8. What is the final use made of the white horses? 

9. For a good deal of the play Rebecca regards Rosmer’s sense of sin as 
an evil effect of tradition. Does Ibsen appear to intend this as an attack on 
traditionalism ? 

10. What additional meaning is suggested by the fact that Rebecca 
once “bewitched” Kroll? 

11. We have discussed the complexity of the characters rather fully. In 
the light of all we have seen of Kroll, what should be made of the references, 
in Act I (p. 264b, 14-16 and p. 266a, 7-S), to his having been a very 
“moral” head of a college debating society and his being, now, president 
of the Temperance Society? 

12. How are we to interpret Rebecca’s remark, "... Rosmersholm has 
sapped my strength”? Can we recognize a universal human experience 
here? If so, what? 

13. We have suggested that by poetic language Ibsen could gain a more 
full and precise statement of the complexities which he discerns. Note, 
for instance, the series of statements in which Rebecca tells Rosmer that 
Rosmersholm has “enslaved” her, has “ennobled” her mind, but killed 
her “happiness.” Now here is a series of bold statements which appear 
flatly contradictory. Take just the latter two; to be ennobled cannot in any 
real sense lead to unhappiness. Does Ibsen mean that she is so evil a 
character that nobility actually makes her unhappy? Hardly that. What 
does he mean then? That she is experiencing several feelings at once — 
perhaps a more tranquil, more refined sense of the good life, plus a real 
sense of loss at the disappearance of an earlier zestful combativeness? But 
at best this is an awkward synthesis: metaphor could so fuse these mean- 
ings that we could have awareness of conflict without sense of contradiction. 
What is the problem raised by the use of the word enslaved in the next 
context? 

14. The play depends to some extent, as we have seen, upon the clash 
between Rosmer’s ideals and “the way of the world” — a theme also used 
by Congreve in The Way of the World. Notice that the same theme appears 
in Lady Windermere’s Fan: there Mrs. Erlynne runs counter to the “way.” 
In a sense, too, we may say that the “way of the woild ” has a ceitain in- 
fluence in Evervman ■ Can you fcy examining the play r detem ine the 
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various roles played by the “way of the world”? Whether one kind of 
treatment or another leads to comedy or tragedy? 

15. In Act II Rebecca cavesdiups upon the Rusnier-Kroll conveisatioii. 
Thus we have another “screen scene.” How does it compare with those in 

' the plays by Wilde and Sheridan? Does it have as important an influence 
upon the action ? 

16. Compare Rebecca’s “farewell” scene early in Act IV with Mill- 
wood’s “farewell” scene in Act II. xi of The London Merchant. What 
similarities are there? What essential differences? 

17. We have stressed the ironies in the last lines and actions of Rosmei 
and Rebecca. Could you argue that at the end Rosmer again, ironicallv, 
becomes a pastor? What act of his sugggests this interpretation? 

> 

SUGGESTED READING 

Euripides’ Alcestis is another play which has, as a central part of the 
action, the voluntary death of a woman to save a man. In the Greek play, 
a queen dies in place of her husband, who had been called upon to die. 
Euripides, however, treats the material rather differently from Ibsen. Study 
his play and account for the difference in effect. And, while studying 
Alcestis, you may wish to compare the attitude to the summons of death in 
that play with the attitude shown in Everyman. 


4 . Shakespeare, Henry IV, Part One 


) 


H 


rixRY iv, part one ( 1 596-97), has long been admired be- 
cause of the presence in it of the character of Falstaff, 
■who was a great favorite in Elizabethan times and who 
has since then come to be regarded as one of the great comic characters 
of all time. He has been compared with Don Quixote, and, on the level, 
of imaginative insight, even with a great tragic character— Hamlet. He 
is certainly one of the greatest creations of Shakespea re's imag ination. 
Henry IF, Part One is, of the several plays in which Falstaff appears, that 
one in which Falstaff is at his best, and, in the opinion of many readers, 
in which he is most truly and characteristically himself. 

One view of the play, indeed, is that it is rather stodgy history redeemed 
only by Falstaff and the tavern scenes. Another view would argue for the 
brilliance of the central portraits of Prince Hal and of Hotspur and would 
tend to see the presence of Falstaff as destroying the unity of the play. 
The material of the play, it is true, is exceedingly diverse, and it is possible, 
of course, that the student may conclude after even a careful reading that 
:he play lacks any real unity. 
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Still, it will not do for us to begin by assuming that this is so. There is 
abundant evidence that Shakespeare strove here as elsewhere for a total 
units. The play will be more interesting — and, as a matter of fact, the 
character of FalstafF himself will seem the more brilliant — if we are able 
to see how he fits into the plat" as a whole than if we take him merely as a v 
brilliant excrescence on the play, to be enjoyed for his own sake. 

In this connection, the student should be aware of the detail of the 
poetry and particularly of Falstaff’s witty "prose poetry.” The latter is 
rewarding even if detached from the context. But, on careful examination, 

, it may come to suggest deeper implications: it may suggest a kind of com- 
mentary on the world of the play, and thus indicate the positive function 
which the character of FalstafF has in the play; it may help us see more 
clearly what is the attitude of Shakespeare toward the characters and ' 
events of the play and the attitude toward them which he expects us as 
readers to adopt. Least of all with Shakespeare are we justified in thinking 
of the poetry as a kind of external decoration, applied to the surface of the 
I plat - . The poetry is an integral part of the play itself; and this generaliza- 
jtion applies in full measure to FalstafF’s witty sallies and asides. 


THE FIRST PART OF KING HENRY 
THE FOURTH 


DRAMATIS PERSONS 


King Henry the Fourth 
Henry, Prince of Wales 1 sons to the 
John of Lancaster ' King 
Evrl of Westmoreland 
Sir Walter Blunt 
Thom vs Percy, Earl of Worcester 
Henry Percy, Earl of Northumberland 
Henry Percy, sumamed Hotspur, his 
son 

Edmund Mortimer, Earl of March 
Richvrd Scroop, Archbishop of York 
Archibvld, Earl of Douglas 
Owen Glendower 
Sir Richard Vernon 


Sir John Falstaff 
Sir Michael, a friend to the Arch- 
bishop of York 
PoiNS 
Gads hill 
Peto 

Bardolph 

Lady Percy, wife to Hotspur, and sister 
to Mortimer 

Lady Mortimer, daughter to Glen- 1 
dower, and wife to Mortimer 1 

Mistress Quickly, hostess of a tavern 1 
in Eastcheap 


Lords, Officers, Sheriff, Vintner, Chamberlain, Drawers, two Carriers, Travellers, 

and Attendants 

SCENE — England 

[ Time of action — Thirteen months — from the defeat of Mortimer by Glendowei 
June 22, 1402, to the battle of Shrewsbury, July 21, 1403.] 
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ACT I 

[Scene I — London. The palace.] 

\_Enter King Henry, Lord John of 
Lancaster, the Earl of Westmoreland, Sir 
Walter Blunt, and others .] 

King: So shaken as we are, so wan 
with care, 

Find we a time for frighted peace to 
pant, 

And breathe short-winded accents of 
new broils 

To be commenced in stronds afar re- 
mote. 

No more the thirsty entrance of this soil 
Shall daub her lips with her own chil- 
dren’s blood; 6 

No more shall trenching war channel her 
fields, 

Nor bruise her flowerets with the armed 
hoofs 

Of hostile paces: those opposed eyes, 1 
Which, like the meteors of a troubled 
heaven, 10 

All of one nature, of one substance bred, 
Did lately meet in the intestine shock 
And furious close of ci\ il butchery 
Shall now, in mutual well-beseeming 
ranks, 

March all one way and be no more op- 
posed is 

Against acquaintance, kindred and al- 
lies 2 : 

The edge of war, like an ill-sheathed 
knife. 

No more shall cut his master. Therefore, 
friends, 

As far as to the sepulchre of Christ, 
Whose soldier now, under whose blessed 
cross 20 

We are impressed and engaged to fight, 
Forthwith a power of English shall we 

levy; 

Whose arms were moulded in their 
mother’s womb 

1 The eyes of the opposing forces. 2 A ref- 
erence to the civil wars which resulted in the 
deposing of Richard II and the crowning of 
Henry IV in his place. 


To chase these pagans in those holy 
fields 

Over whose acres walk’d those blessed 
feet 25 

Which fourteen hundred years ago were 
nail’d 

For our advantage on the bitter cross. 
But this our purpose now is twelve 
month old, 

And bootless ’tis to tell you we will go: 
Therefore we meet not now. Then let 
me hear 3c 

Of you, my gentle cousin Westmoreland, 
What yesternight our council did decree 
In forwarding this dear expedience. 3 

West.: My liege, this haste was hot 
in question, 

And many limits of the charge set down 
But yesternight: when all athwart there 
came 3d 

A post from Wales loaden with heavy 
news; 

Whose worst was, that the noble Morti- 
mer, 

Leading the men of Herefordshire t# 
fight 

Against the irregular and wild Glen- 
dower, +<7 

Was by the rude hands of that Welsh- 
man taken, 

A thousand of his people butchered; 
Upon whose dead corpse there was such 
misuse, 

Such beastly shameless transformation, 
By whose \\ elshwomen done as may 
not be 45 

Without much shame retold or spoken 
of. 

King: It seems then that the tidings 
of this broil 

Brake off our business for the Holy 
Land. 

West.: This match’d with other did, 
my gracious lord; 

For more uneven and unwelcome news 
Came from the north and thus it did 
import: 51 

On Holy-rood day, the gallant Hotspur 
there, 

3 Enterprise, especially an enterprise which 
requires haste. 



MORE MATURE TYPES 


320 

Young Harry Percy and brave Archi- 
bald. 

That c\ tr-\ aliant and approved Scot, 
At Ilolmtdon met, 

\\ here they did spend a sad and bloody 
hour; 55 

As by di-charge of their artillery. 

And shape of likelihood, the news was 
told; 

For be that brought them, in the very 
heat 

And pride of their contention did take 
horse. 

Uncertain of the issue any way. 60 

Kh z : Here is a dear, a true industri- 
oie friend, 

Sir Walter Blunt, new lighted from his 
horse, 

Stain’d with the variation of each soil 
Betwixt that Holmedon and this seat of 
ouis; 

And he hath brought us smooth and wel- 
come news. 6j 

The Earl of Douglas is discomfited: 
Ten thousand bold Scots, two and 
twenty knights, 

Balk’d 1 in their own blood did Sir 
Walter see 

On Ilolmedon’s plains. Of prisoners. 
Hotspur took 

Mordake the Earl of Fife, and eldest son 
To beaten Douglas; and the Earl of 
Athol, 71 

Of Murray, Angus, and Menteith: 

And is not this an honourable spoil? 

A gallant prize? ha, cousin, is it not? 

U'iit.: In faith, 7; 

It is a conquest for a prince to boast of. 

Kir": Yea, there 4 5 thou makest me 
sad and makest me sin 
In envy that my Lord Northumberland 
Should be the father to so blest a son, 
A son who is the theme of honour’s 
tongue; 80 

Amongst a grove, the very straightest 
plant; 

Who is sweet Fortune’s minion 8 and her 
pride; 

4 Heaped up in balks or ridges. s At the 

mention of prince . 8 Favorite, darling. 


Whilst I. by looking on the praise of 
him, 

See riot and dishonour stain the brow 
Of my young Ilarrv. 0 that it could be 
pros ed g- 

That some night-tripping fairy had ex- 
changed 

In cradle-clothes our children where 
they lay, 

And call’d mine Percy, his Plantagenet! 
Then would I have his Harry, and he 
mine. 

But let him from my thoughts. What 
think you, coz, 90 

Of this young Percy’s pride? the pri- 
soners, 

Which he in this adventure hath sur- 
prised, 

To his own use he keeps; and sends me 
word, 

I shall have none but Mordake Earl of 
Fife. 

West.: This is his uncle’s teaching: 
this is Worcester, 95 

Malevolent to you in all aspects; 

Which makes him prune himself, and 
bristle up 

The crest of youth against your dignity. 

King: But I have sent for him to 
answer this; 

And for this cause awhile we must 
neglect 100 

Our holy purpose to Jerusalem. 

Cousin, on Wednesday next our council 
we 

Will hold at Windsor; so inform the 
lords; 

But come yourself with speed to us 
again; 

For more is to be said and to be done 
Than out of anger can be uttered. 106 

West.: I will, my liege. {_Exeuntf\ 

[Scene II — London. An apartment 
of the Prince’s.] 

[_Enter the Prince of Wales and Fal- 
staff .] 

Fal.: Now, Hal, what time of day is 
it, lad? 

Prince: Thou art so fat-w iced, with 
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drinking of old sack and unbuttoning 
thee after supper and sleeping upon 
benches after noon, that thou hast fur- 
gotten to demand that truly w Inch thou 
( wouldst truly know What a dee ll hast 
thou to do evith the tune of the day? 
Unless hours evere cups of sack and min- 
utes capons and clocks the tongues of 
bawds and dials the signs of leaping- 
houses and the blessed sun himself a 
fair hot svench m flame-coloured taftcti, 
I see no reason why thou shouldst be so 
superfluous to demand the time of the 
* day 17 

ral • Indeed, you come near me now, 
Hal, for we that take purses go by the 
moon and the seven stars, and not by 
Phoebus, he, “that wandering knight so 
fair” And, I prithee, sweet wag, when 
thou art king, as, God sav e thy grace, — 
majesty I should say, for grace thou wilt 
have none, — 25 

Prince What, none? 

Fal No, by my troth, not so much 
as will serve to be prologue to an egg 
and butter 1 

Prince Well, how then? come, 
loundly, roundly 31 

ral Marry, then, sweet wag, when 
thou art king, let not us that aie squires 
of the night’s body be called tluev es of 
the day’s beauty 2 let us be Diana’s 
foresters, gentlemen of the shade, min- 
ions of the moon, and let men say we be 
men of good government, being gov- 
erned, as the sea is, by our noble and 
chaste mistress the moon, under whose 
countenance we steal at 

Pnnci Thou savest well, and it holds 
well too, for the fortune of us that arc 
the moon’s men doth ebb and flow like 
the sea, being governed, as the sea is, 
by the moon As, for proof, now a 
purse of gold most resolutely snatched 
f on Monday night and most dissolutely 
spent on Tuesday morning, got with 
swearing “Lay by” and spent with cry- 

1 Grace said before a meager, Lenten 
breakfast 2 “Squires of the night's body” 
may be a euphemism for highwaymen, 
“thieves of the day’s beauty,” for loafers 


mg “Bring in”, now m a slow an ebb as 
the foot of the ladder 2 and by and by 
m as high a flow as the ndge uf the 
g Blows 34 

I al By the Lord, thou safest true, 
lad And is not my hostess of the tav ern 
a most sw eet wench ? 

Prince As the honey of Ilybla, my 
old lad of the castle \nd is not a huff 
jerkin 4 a most sweet robe of durance '? 

I al How now, how now, mid w it, 1 
what, in thy quips and tin quiddities? 
what a plague have I to do with a buff 
jerkm? (4 

Prvici Why, what a pox hiv e I to do 
w ith mv hostess of the tavern ? 

I al Well, thou hast called her to a 
reckoning many a time and oft 

Prince Did I ev er call for thee to pay 
thy part? 70 

1 al No, I’ll give thee thy due, thou 
hast paid all there , 

Pnnce \ c-a, and elsewhere, so faF'a£\ 
mv coin would stretch, and where it 
would not, I have used mv credit 

ral Yea, and so used it that, weie it 
not here apparent th it thou art heir 
apparent — But, I pnthec, sweet wag, 
shall there be gallows standing in Eng- 
land w hen thou art king and resolution 
thus fobbed as it is with the rusty curb 
of old father antic 0 the law ? DonotJ 
thou , wh en thou ait king, hang a thi ef. \ 
Pune, No, thou shalt S4 

Fal Shall I? O rare 1 Bv the Lord, I’ll 
be a brave judge 

PnnC'. I hou judgest f ilse ilready I 
mean, thou sh lit hav e the hanging of the 
thieves and so become a raie hangman. 

I al \\ ell, llal, well, and in some sort 
it jumps with my humour as well as 
waiting in the court, I can tell vou 92 
Prince For obtaining of suits? 
ral ^ ea, for obtaining of suits, 7 

3 By which the criminal ascended the 
gallows 1 A leather jacket which would 4 en- 
dure” well but was also worn b> prisoners m 
“duress vile” J Prohablj so pionounccd as 
to jteld a play on 1 here apparent 0 Moun- 
tebank, buffoon 7 Suits as favors granted to 
a courtier and as suits of clothes 
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whereof the hangman hath no lean 
wardrobe ’Sblood, I am as melancholy, 
as a (51b cat or a lugged bear H 

Pnnce Or an old lion, or a loser’s 
lute 

Fal \ ea, or the drone of a Lincoln- 
shire bagpipe ioi 

Prince \\ hat sas est thou to a hare, or 
the mthnchoh of Moor-ditch ? 

Pal 1 hou hast the most unsavoury 
similes and art indeed the most com- 
paratis c, nscalliest, sw eet y oung prince 
But, Hal, I prithee, trouble me no more 
with sanity I svould to God thou and 
I Lness sshere a commodity of good 
names ssere to be bought An old lord 
of the council rated me the other day in 
the street about you, sir, but I marked 
him not, and vet he talked very wisely, 
but I regarded him not, and vet he 
walked wisely, and in the street too 
Prvict Thou didst well, for wisdom 
cries out in the streets, and no man 
regards it nS 

j Pal O, thou hast damnable iteration 
and art indeed able to corrupt a saint 
Thou hast done much harm upon me, 
Hal, God forgist thee for it' Before I 
knew thee, Hal, I kness nothing, and 
now am I, if a man should speak truly, 
little better than one of the wicked 1 
must give over this life, and I will give 
it os er by the Lord, an I do not, I am a 
s lllain. I’ll be damned for nes er a king’s 
son in Christendom 

Princi \\ here shall we take a purse 
to-morrow. Jack' 13 1 

Pal ’Zounds, sshere thou ssilt, lad. 
I’ll make one, an 1 do not, call me 
s lllain and baffle me 

Prince I see a good amendment of 
life in thee, from praying to purse-tak- 
ing 137 

Pal Why, Hal, ’tis my vocation, 
Hal, ’tis no sin for a man to labou r in 
h is \ oc it ion [ Enter Poins J Poms 1 Now 
shall" 7 \ e know if Gadshill have set a 
match O, if men were to be saved by 
merit, what hole in hell were hot enough 


for him? This is the most omnipotent 
s lllain that es er cried “Stand” to a true 
man ’ 146 

Pnnci Good morrow, Ned 
Povu Good morrow, sweet Hal 
What says Monsieur Remorse ? what 
says Sir John Sack and Sugar? J tek * how 
agrees the devil and thee about thy 
soul, that thou soldest him on Good. 
Fridas last for a cup of Madeira and a 
cold capon’s leg? 154 

Piuict Sir John stands to his word, 
the devil shall have his bargain, for he 
w as nes er vet a breaker of pros erbs he 
will gis'e the devil his due 

Point Ihen art thou damned for 
keeping thy word with the dev ll 160 
Prince Else he had been damned for 
cozening 18 the dev il 

Poms But, mv lads, my lads, to- 
morrow morning, by four o’clock, early 
at Gadshill' there are pilgrims going to 
Canterbury with rich offerings, and 
traders riding to London vs lth fat purses- 
I have vizards 11 for you all, you have 
horses for yourselves Gadshill lies to- 
night in Rochester I have bespoke 
supper to-morrow night m Eastcheap 
vs e may do it as secure as sleep If you 
will go, I will stuff your purses full of 
crowns, if you will not, tarry at home 
and be hanged 17? 

7 W Hear ye, Yedward, if I tarry at 
home and go not, I’ll hang you fot 
going 

Poms You will, chops 5 p 
1 al Hal, wilt thou make one? i8q 
Pnnce Who, I rob? I a thief? not I, 
by my faith 

Pal There’s neither honesty, man. 
hood, nor good fellowship in thee, nor 
thou earnest not of the blood royal, 13 if 
thou darest not stand for ten shillings 
Pnnce Well then, once in my days 
I’ll be a madcap 

ral Why, that’s vs ell said 
Prince Well, come what will, I’ll 
tarry at home 19 1 

6 “Halt” to an honest imn “Cheating 
“Masks “ Chuhhs clucks 13 A royal was 
also a com s\ oith ten shillings 


8 A baited bear. 
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Fa! By the Lord, I’ll be a traitor 
then, when thou art ling 
Prince I care not 

Pom r Sir John, I prithee, leave the 
prince and me alone I will lay him down 
such reasons for this adventure that he 
shall go 19S 

P al Well, God giv e thee the spirit of 
persuasion and him the ears of profiting, 
that what thou speakest may move and 
what he hears may be believed, that the 
true prin ce may, f or recrea tion sake, 
prov e aTalse tmeT j fo r the poor’a lniaes 
of the time want counten mce Fare- 
well you shall find me in Lastcheap 
Pnnce 1 arewell, the 1 itter spring! 
farewell, All-hallown summer 1 [Z\ii 
raUtaif-\ 209 

Punt Now, my good sweet honey 
lord, ride with us to-morrow I have a 
jest to execute that I cinnot manage 
alone Falstaff, Bardolph, Peto, and 
Gadshill shall rob those men that we 
have already waylaid, yourself and I wilh 
not be there, and w hen they hav e the/ 
booty, if you an d I do not rob them, cutk 
this head off from my shoulders 218/ 

Prince How shall we part with them 
in setting forth ? 

Poins Why, we will set forth before 
or after them, and appoint them a place 
of meeting, wherein it is at our pleasure 
to ful, and then will they adventure 
upon the exploit themselv es, vv Inch they 
shall have no sooner achieved, but we’ll 
set upon them 227 

Prince ea, but ’tis like that they 
will know us by our hoises, by our 
habits, and by every other appoint- 
ment, to be ourselv es 23 1 

Poms Tut 1 our horses they shall not 
see. I’ll tie them in the wood, our 
vizards we will change after we leave 
them and, sirrah, I hav e cases of buck- 
ram for the nonce, to unmask our noted 
outward garments 237 

Prince: ea, but I doubt they will be 
too huid for us 239 

Poms Well, for two of them, I know 

them to be as true-bred cowards as ever 

Ul 


turned back, and for the third, if be 
fight longer than he sees reason, T’ll 
forswear arms The virtue of this je»t 
will be, the incomprehensible lies that 
this same fat rogue will tell us when vve 
meet at supper how thirty, at least, he 
fought with, what wards, what blows, 
what extremities he endured, and in the 
reproof of this lies the jest 230 

Pnnce Well, I’ll go with thee pro- 
vide us all things necessary and meet 
me to-morrow night in Eastcheap, there 
I’ll sup h arewell 

Poms Farewell, my lord [_E\it~\ 
Prince I know you all, and will 
awhile uphold 

The unyoked humour of your idleness-* 
Yet herein will I imitate the sun, 

Who doth permit the base contagious 
clouds 

To smother up his beauty from the 
world, 260 

That, when he please again to be him- 
self, 

Being wanted, he may be more won- 
der’d at, 

By breaking through the foul and ugly 
mists 

Of vapours that did seem to strangle 
him 

If all the year were playing holidays, 

To sport would be as tedious as to work; 
But vv hen thev seldom come, they wish’d 
for come, 267 

And nothing pleaseth but rare accidents 
So, vv hen this loose behav lour I throw off 
And pa> the debt I never promised. 

By how much better than my word I am, 
By so much shall I falsify men’s hopes M , 
And like brig ht metal on a sullgn. gtpund, 
My reformation, glit terin g o’er my fault, 
S hall show mo re goodly and attr act 
more eyes 275 

Than that which hath no foil to set it off. 
I’ll so offend, to make offence a skill, 
Redeeming time when men think least 
I will r Lxit 1 


14 Deceive men's expectation 
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m III — I ondon 1 he palace ] 

[7 t 1 m km a , \ itlinltrh d, 

JI ict i II hj i, 9 u II alt i Bl i t, 
ill'll ] 

Ai M\ blood hith been too cold 
ind tempeiate, 

I nipt to stir -it these indignities, 

And i ou h iv e found me 1 for accord- 
ing 

You tre id upon my patience but be 
sure 

I wi ll from henceforth rather .h s-BM-self. 
Mi jm ind to be fear'd, .l han mv con- 
dition , 6 

'Which h ith been smooth as oil, soft as 
a o mg down, 

\nd therefore lost that title of respect 
\\ neh the proud soul ne’er pav s but to 
the proud 

JI i Our house, m\ so\ ereign liege, 
little desen es io 

The scourge of greatness to be used on 

it 

And th it same greatness too which our 
own hands 

Hast holp to make so portly 
j\rr 1 n My lord, — 
kw W oreester, get thee gone, for I 
do see 15 

Danger and disobedience m thine eye 
0, sir, \our presence is too bold and 
peremptorv. 

And m ijestv might never jet endure 
I he mo jd\ frontier of a ser\ ant brow 
\ ou h n e good lta\ e to lea\ e us w hen 
we need 20 

\ our use and counsel, we shall send for 
vou [Exit Wot J 

You were about to speak [To Worth'] 
1 orth Yea, my good 

lord 

Those nrisoners in your highness’ name 
demanded, 

Which Harry Percy here at Holmedon 

k, 

W ere, uo he savs, not with such strength 
denied 25 

1 round me out * Follow my natural tem- 
per 3 Majestic 


As is deliver'd to jour majesty 
1 ither en\ \ , therefore, or misprision 
Is ^uilt\ of this fault md not m\ son 
II I M\ liege I did den\ no prison 
ers 

But I remember, when the fight was 
done, 30 

When I was dry with rage ind extreme 
toil, 

Breathless and faint, leaning upon my 
sword, 

Came there a cert tin lord, neat, and 
trimly dress d, 

Fresh as a bridegroom, and his chin new 
reap’d 

Show’d like a stubble-land at harvest- 
home, 35 

He was perfumed like a milliner, 

And ’twixt his hnger and his thumb he 
held 

A pouncet-box, 1 which e\er and anon 
He gas e his nose and took ’t aw ay agam. 
Who therewith angry, when it next came 
there, 40 

1 00k it m snuff , and still he smiled and 
talk’d, 

And as the soldiers bore dead bodies by. 
He call’d them untaught kna\es, un- 
mannerly, 

To bring a slovenly unhandsome corse 
Betwixt the wind and his nobility 45 
With man> holiday and lady terms 
He question’d me, amongst the rest, 
demanded 

My prisoners in your majesty’s behalf 
I then, all smarting with my wounds 
being cold, 

To be so pester’d with a popinjay, 50 
Out of my grief and m\ impatience, 
Answer’d neglectmgly I know not what. 
He should, or he should not, for he made 
me mad 

To see him shine so brisk and smell so 
sweet 

And talk so like a w nting-gentlewoman 
Of guns and drums and wounds, — God 
save the mark' — 56 

And telling me the sov ereign’st thing on 
earth 

4 Perfume box 0 A play upon ‘ snuffed it 
up” and “became an„r> ’ 
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Was parmaceti for an inward bruise; 
And that it was great pity, so it was. 
This \1lla1nous salt-petre should be 
digg’d 

Out of the bowels of the harmless earth, 
\\ Inch many a good tall fellow had 
destioy’d 62 

So cow ardly , and but for these tile guns, 
He would himself have been a soldier. 

1 his bald unjointed chat of his, my lord, 
I answer’d indirectly, as I said, 66 
And I beseech you, let not Ins report 
Come current tor an accusation 
Betwixt my lose and your high maj- 
esty. 

Blunt The circumstance consider’d, 
good my lord, 70 

Whate’er Lord Harry Percy then had 
said 

To such a pei son and in such a place, 
At such a time, w ith all the rest retold, 
May reasonably die and net er rise 
To do him w r ong or any way impeach 
What then he said, so he unsay it now. 

King: Why, yet he doth deny his 
prisoners, 77 

But with proviso and exception, c 
That we at our own charge shall ransom 
straight 

His brother-in-law, the foolish Morti- 
mer, So 

Who, on my soul, hath wilfully betray’d 
The lives of those that he did lead to 
fight 

Against that great magician, damn’d 
Glendower, 

W'hose daughter, as we hear, the Earl of 
March 

Hath lately married. Shall our coffers, 
then, 85 

Be emptied to redeem a traitor home? 
Shall we buy treason? and indent with 
fears, 

When they have lost and forfeited 
themselves ? 

No, on the barren mountains let him 
starve; 

For I shall never hold that man my 
friend 90 

0 Except with reservations. 


Whose tongue shall ask me for one penny 
cost 

To ransom home r evolted Mortimer. 2 
Hot.: Rev olted Mortimer! ^ 

He nev er did fall off, my sox ereign liege. 
But by the chance of war: to prove that 
true 95 

Needs no more but one tongue for all 
those wounds, 

Those mouthed wounds, which valiantly ) 
he took, j 

When on the gentle Severn’s sedgy ■ 
bank, 

In single opposition, hand to hand. 

He did confound 7 the best part of an 
hour 100 

In changing hardiment with great Glen- 
dower: 

Three times they breathed and three 
times did they drink, 

Upon agreement, of swift Severn’s flood; 
Who then, affrighted with their bloody 
looks, 

Ran fearfully among the trembling 
reeds, 105 

And hid his crisp head in the hollow 
bank 

Bloodstained with these valiant com- 
batants. 

Nev er did base and rotten policy 
Colour her working with such deadly 
wounds; 109 

Nor nev er could the noble Mortimer 
Receive so many, and all willingly. 

Then let not him be slander’d with re- 
volt. 

King. Thou dost belie him, Percy, 
thou dost belie him; 

He nev er did encounter with Glendower: 

I tell thee, 115 

He durst as well have met the devil 
alone 

As Owen Glendower for an enemy. 

Art thou not ashamed? But, sirrah, 
henceforth 

Let me not hear you speak of Mortimer: 
Send me your prisoners with the speedi- 
est means, 120 

Or you shall hear in such a kind from me , 

7 Spend 



MORE MATURE TYPES 


326 

As will displease you. My Lord Nor- 
thumberland, 

We license your departure with your son. 
Send us your prisoners, or you will hear 
of it. 

[ [Exeunt King Henry, Blunt, and train .] 

Hot.: An if the devil come and roar for 
them, 125 

I will not send them: I will after straight 
And tell him so; for I will ease my heart, 
Albeit I make a hazard of my head. 

North. : What, drunk with choler? 
stay and pause awhile: 

Here comes your uncle. 

[Re-enter Worcester 

Hot.: Speak of Morti- 
mer! 130 

’Zounds, I will speak of him; and let my 
soul 

Want mercy, if I do not join with him: 
Yea, on his part I’ll empty all these 
veins, 

And shed my dear blood drop by drop 
in the dust, 

But I will lift the down-trod Mortimer 
As high in the air as this unthankfu l 
king , 136 

As this ingrate and canker’d Bol ing- 
brok e. 

North.: Brother, the king hath made 
your nephew mad. 

War.: Who struck this heat up after I 
was gone? 

Hot.: He will, forsooth, have all my 
prisoners; 140 

And when I urged the ransom once 
again 

Of my wife’s brother, then his cheek 
look’d pale, 

And on my face he turn'd an eye of 
death, 8 

Trembling even at the name of Morti- 
mer. 

War.: 1 cannot blame him: was nor he 
proclaim’d 145 

By Rich ard that dead is the next of 
blood? 

North.: He was; I heard the procla- 
mation 

threatening death. 


And then it was when the unhappy 
king, — 

Whose wrongs in us God pardon! — did 
set forth 

Upon his Irish expedition; ijo 

From whence be intercepted did return 
To be deposed and shortly murdered. 

Wor.: And for whose death we in the 
world’s wide mouth 
Live scandalized and foully spoken of. 

Hot.: But, soft, I pray you; did King 
Richard then 155 

Proclaim my brother Edmund Mortimer 
Heir to the crown? 

A orth.: He did; myself did 

hear it. 

Hot.: Nay, then I cannot blame his 
cousin king 

That wish’d him on the barren moun- 
tains starve. 

But shall it be, that you, that set the 
crown 160 

Upon the head of this forgetful man 
And for his sake wear the detested blot 
Of murderous subornation, shall it be. 
That you a world of curses undergo, 
Being the agents, or base second means, 
The cords, the ladder, or the hangman 
rather? 166 

0, pardon me that I descend so low, 
To show the line and the predicament 9 
Wherein you range under this subtle 
king; 

Shall it for shame be spoken in these 
days, 170 

Or fill up chronicles in time to come, 
That men of your nobility and power 
Did gage 10 them both in an unjust be- 
half, 

As both of you — God pardon it! — have 
done, 

To put down Richard, that sweet lovely 
rose, 175 

And plant this thorn, this canker, 11 
Bolingbroke? 

And shall it in more shame be further 
spoken, 

That you are fool’d, discarded and shook 
off 

9 Category. 10 Plcdg®. 11 Wi]J rose. 



SHAKESPEARE, HENRY IV, PART ONE 327 


By him for whom these shames ye un- 
derwent? 

No; yet time serves wherein ye may le- 
deem 180 

Your banish’d honours and restore your- 
selves 

Into the good thoughts of the world again, 
Revenge the jeering and disdain’d con- 
tempt 

Of this proud king, who studies day and 
night 

To answer 12 all the debt he owes to you 
Even with the bloody payment of your 
deaths: 186 

Therefore, I say, — 

IVor.: Peace, cousin, say 

no more: 

And now I will unclasp a secret book, 
And to your quick-conceix ing discon- 
tents 

I’ll read you matter deep and danger- 
ous, 190 

As full of peril and adventurous spirit 
As to o’er-walk a current roaring loud 
On the unsteadfast footing of a spear. 
Hot.: If he fall in, good-night! or sink 
or swim : 

Send dange r from the east unto the 
west, 195 

So honour cross it from the no rth to 
sout h. 

And let them grapple: 0 , the blood more 

— 

T o rouse a lio n than to start a hare! 
North.: Imagination oF some great ex- 
ploit 

Drives him beyond the bounds of pa- 
tience. 200 

Hot.: By hea\ en, m et hinks it were a n 
easy leap, 

To pluck bright honour fr om the n ale- 
Ta ced moonj ~ 

Or -dive into th eJuittoKLoLtli e dee p. 
Wher £ fathom-line c o uld never touc h 
the ground^ . 

And pluck upd rown ed hono u r by the 
locks; 205 

So he that doth redeem her thence 
might wear 


Without corrival all her dignities: 

But out upon this half-faced fellowship! 

Jf’nr.: He apprehends a world of 
figures u here, 

But not the form of what lie should 
attend. 210 

Good cousin, give me audience for a 
while. 

1 lot.: I cry you mercy. 

Wor. Those same noble Scots 

That I have prisoners, — 

Hot.: I’ll keep them 

all; 

By God, he shall not have a Scot of 
them; 

No, if a Scot would save his soul, he 
shall not: 215 

I’ll keep them, by this hand. 

Wor.: You start 

away 

And lend no ear unto my purposes. 

Those prisoners you shall keep. 

Hot.: Nay, 1 

will; that’s flat. 

He said he would not ransom Mortimer; 
Forbad my tongue to speak of Morti- 
mer; 220 

But I will find him when he lies asleep, 
And in his ear I’ll holla “Mortimer!” , 
Nay, U 

I’ll have a starling shall be taught to 
speak 

Nothing but “Mortimer,” and give it 
him, 225 

To keep his anger still in motion. 

If 'or.: Hear you, cousin; a word. 

Hot.: All studies here I solemnly defy. 
Save how to gall and pinch this Boling- 
broke: 

And that samesword-and-bucklerPrince 
of Wales, 230 

But that 1 think his father loves him not 
And would be glad he met with some 
mischance, 

I would h ave him poison’d with a po t of 
ale. 

Wor.: Farewell, kinsman: I’ll talk to 
you 

When you are better temper’d to attend. 


u Fancies. 
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X'r'J:.: X hy. what a wasp-stung and 
impatient fool 236 

Art thou to break into this woman's 
mood. 

Tying thine ear to no tongue but thine 
own ! 

II :.: Why, look you, I am whipp'd 
and scourged with rods, 

Nettled and stung with pismires, when I 
hear 240 

Of this vile politician . Bolingbroke. 

In Richard’s time, — what do you call 
the place? — 

A plague upon it, it is in Gloucester- 
shire; 

’Twas v. here the madcap duke his uncle 
kept. 

His uncle York; where I first bow’d my 
knee 245 

Unto this k ing of smiles , this Boling- 
broke,- — 

’Sblood ! — 

When you and he came back from 
Ravenspurgh. 

North.: At Berkley castle. 

Hoi.: You say true: 250 

Why, what a candy deal of courtesy 
This fawning greyhound then did proffer 
me! 

Look, "when his infant fortune came to 
age,” 

And ‘ gentle Harry Percy,” and “kind 
cousin”; 

0 , the devil take such cozeners! God 
forgive me! 255 

Good uncle, tell your tale; I have done. 

//' r.; Nay, if you have not, to it 
again; 

We vv ill stay your leisure. 

Hot.: I have done, 

i’ faith. 

Wor.: Then once more to your Scot- 
tish prisoners. 

Deliver them up without their ransom 
straight, 260 

And make the Douglas’ son your only 
mean 

For powers in Scotland; which, for 

divers reasons 

Which I shall send you written, be as- 
sured. 


\\ ill easily be granted. You, my lord, 
\_T'j Nt-r'h j m '"frlandlX 
Your son in Scotland being thus em- 
ploy’d, 265 

Shall secretly into the bo'-om creep 
Of that same noble prelate, well be- 
loved, 

The archbishop, 

Hot.: Of h ork, is it not? 

Wot.: True; who bears hard 270 

His brother’s death at Bristol, the Lord 
Scroop. 

I speak not this in estimation, 14 
As what I think might be. but what I 
know 

Is ruminated, plotted and set down, 
And only stays but to behold the face 
Of that occasion that shall bring it on. 

Hot.: I smell it: upon my life, it will 
do well. 277 

North.: Before the game is a foot, thou 
still let’st slip. 

Hot.: Why, it cannot choose but be a 
noble plot: 

And then the power of Scotland and of 
York, 280 

To join with Mortimer, ha? 

Wor.: And so they 

shall. 

Hot.: In faith, it is exceedingly well 
aim'd. 

W or.: And ’tis no little reason bids us 
speed, 

To save our heads by raising of a head; 
For, bear ourselves as even as we can, 
The king will always think him' in our 
debt, 286 

And think we think ourselves unsatis- 
fied, 

Till he hath found a time to pay us 
home: 

And see already how he doth begin 
To make us strangers to his looks of 
love. 29* 

Hot.: He does, he does: we’ll be re- 
venged on him. 

Wor.: Cousin, farewell: no further go 
in this 

Than I by letters shall direct your course. 

14 Conjecturally. 
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When time is ripe, which will be sud- 
denly, 

I’ll steal to Glendower and Lord Morti- 
mer, 295 

\\ here you and Douglas and our pow ers 
at once, 

As I will fashion it, shall happily meet, 
To bear our fortunes in our own strong 
arms, 


Which now we hold at much uncer- 
tainty. 

A orth Farewell, good brother: we 
shall thrne, I trust 300 

Hot Uncle, adieu O, let the hours 
be short 

Till fields and blows and groans applaud 
our spoit \JZxeunt.~^ 


NOTES AND QUESTIONS ON ACT I 

Hie fust act of this plav, like the fust act of most othei plays, must be 
■* devoted to exposition and the introduction of chaiacters. The histoncal 
matenal with which Shakespeate works in this play (and in other “history” 
plays) is usually regaidcd as lelatively mtiactable material — difficult for 
the diamatist to leduce to dramatic foim and unity. This fact, plus the 
fact that the play treats a relatively large body of ehaiacteis, may seem 
to tender Shakespeaie’s pioblem almost insoluble. And indeed, at a first 
y glance the play does seem lacking in fundamental unity, and the first act, 
* in paiticulai, confused and confusing. We meet many people — and very 
diveise people at that, and then concerns do not appeal to have any 
fundamental relation to each other 

Yet a closer observation will indicate that the act is a sort of minor 
tnumph of exposition We do meet many people, but the scenes which 
intioduce them reveal them in characteristic activity. Theie is the king, 
buidened with affaus of state, wealing his ciown with something of an 
uneasy conscience, hoping to redeem the \\a\ in which he gained his power 
by going on a crusade, yet pievented now once moie by lebelhons and 
rumors of rebellion. Theie is Pnnce Hal, roistenng with his tavein com- 
panions, indulging, indeed, in the veiy activities which cause soirovv to 
the king and which seem a judgment on his own life that is, the king is 
ironically rebuked by Providence, for the ciown, which he has gained with 
difficulty and by violent means, is to be passed on to a son w ho is not in the 
least kingly In the last place, theie is Percy (“Hotspui,” as he >s called), 
whose indignation at his tebuff by the king throws him into the mood of 
outraged pude out ol which the new lebelhon against the king will grow. 
He exhibits at once the chiv alrous file which pioduces envy in the king that 
his own son is not moie like him, but which, on another level, and because 
he is not the king’s son, will cause the king future anxieties. 

The thiee basic gioupings of ehaiacteis, then, the couit group, the 
tavein group, and the group of lebels, dominate Scenes 1, 11, and ui, re- 
1 spectively (The thiee gioups, though they have interconnections, of 
course, will not be biought fully togethei urtil they meet at the Battle of 
Shiewsbuiy at the end of the play ) 

But bhakespeaie has gone furthei still in emphasizing the parallels and 
contrasts between the various characteis — parallels and contiasts yyhich 
exhibit them 111 meaningful lelation to each othei in terms of the purposes 
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of the play. In Scene i, the king reveals that he has a private problem and a 
public problem — as a man, and as a ruler. Scene ii goes on to exhibit the 
first; Scene iii, the second. But if Scenes ii and iii seem to contrast (from 
the standpoint of the king, ironically) the frivolousness of Hal and the 
warlike spirit of Hotspur, the two scenes are linked together — and linked 
with Scene i itself — by an ironic parallelism: all three scenes include coun- 
cils: Scene i, the formal council of the king; Scene iii, Percy Hotspur’s in- 
formal council with the other disaffected lords; and Scene ii, the “council” 
at the Boar’s-Head Tavern which formulates plans for the Gadshill robbery. 
Finally, two of the councils hatch plots — though of different kinds — against 
the law and order for which the king stands. Thus, if we do have, in Act I, 
three different groups of characters that seem either unrelated or loosely 
related, the fact is that already there are patterns of relationship which we 
may expect to become more clearly defined later. 

1. Why is it ironic that this act should open with the king’s statement of 
satisfaction that England will be no longer convulsed with civil war? 

2. Does the king, in Scenes i and iii, do anything to justify Hotspur’s 
characterization of him as “this vile politician, Bolingbroke”? 

3. The speech of Percy' (Sc. iii, 29 ff.) about the “popinjay” lord is a 
speech which ordinarily might be expected to procure him the king’s 
pardon — it impresses Blunt favorably. It does not, however, produce this 
effect. Could we attribute its failure to the fact that it may have seemed 
to the king to be a sneer at the Prince of ales, about whose unwarlike 
conduct the king has already shown himself so sensitive? 

4. Enumerate the puns in Falstaff’s speeches in Scene ii (II. 32-41 and 
76-83). Note that in the first of these speeches there is a play on “night” 
and perhaps on “beauty” and “booty”; in the second, on “here apparent” 
and “heir apparent.” Is it possible to say that there is a kind of poetry in 
FalstafPs speech as well as bantering good humor? That is, is there a 
secondary level of meaning for which we must look and which is more than 
mere fun? 

5. In what ways does Falstaff show that he is thoroughly aware of the 
charge that he is corrupting the prince? What is the effect upon us of this 
disclosure of his awareness? 

6. In what ways has Shakespeare played down the seriousness of the 
Gadshill robbery as a crime: in the case of the prince? In the case of 
Falstaff? 

7. Consider carefully Falstaff's speech in Scene ii ( 11 . 199-206). Falstaff 
imitates the phraseology of the Puritans as he expresses the pious hope that 
the prince will be moved by Poins’s good counsel to take part in the robbery. 
He wishes that “the true prince may, for recreation sake, prove a false 
thief.” Does the antithesis between true and false insist: (1) upon the irony 
of the prince’s becoming a false thief (“false” in the sense that all thieves 
are false; the word is used in this sense several times elsewhere in this 
play); or (2) upon the fact that the true prince, stealing “for recreation 
saxe” will not be a genuine thief but a false one— a spurious thief, i 
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“play” thief, or (3) upon the fact that since he is the true prince— he will 
eventually be Ling, and the king can do no wrong — he can only pretend 
to be a thief, that is, can be only a “false” thief, 01 (4) upon the sugges- 
tion that Hal is so truh the prince that he will betiay the othe> thieves, as, 
indeed, a little latei in the play he does ? Is it possible that all foui meanings 
aie hinted at ? Note that the meanings which this passage suggests may 
be piepared foi, and hinted at, by other lines in Act I 11 Hal tells FalstafF 
(1 87), “Thou judgest false already ”, FalstafF sa\sof Poms (II 144-45) 
“This is the most omnipotent eillain that evei cried ‘Stand’ to a tine 
man ” Later, Poms describes FalstafF and the otheis (1 241) as “/?«<?-bied 
cow aids,” and, in his final speech in Scene 11, Hal, promising to turn out a 
better man than he appeals now, says, “By so much shall l falsify men’s 
hopes” (1 272) You wdl obseive that in the lattei two passages there is 
the paradoxical tone that distinguishes the true-pnnce-false-thief passage 

8 The king is bitteily disapproving of Hal’s conduct Yet, considering 
the fiist pait of Scene 111, might not the king profit by some use of his son’s 
talents for easy camaiadene and gemahtv ? Notice that Sir Walter Blunt, 
whose loyalty to the king is unquestioned, deprecates the chaiges made 
against Peicy and attempts to excuse him before the king 

9 The speech which ends Scene 11 is held by some critics to show that 
the pnnee is rather coldly calculating as he deliberately plans to use his 
reputation for idleness to his advantage later The speech, on the other 
hand, has been defended as a necessary piece of exposition that is, the 
Prince’s sudden leformation at the end of the play must not seem un- 
motivated The audience must have some hint that the prince, all the time, 
had a bettei natuie and intended to realize that nature when the time 
of trial came It has been further argued that for an Elizabethan audience 
in paiticulai it was necessary to save the prince’s consistency of character — 
a consistency which would have been violated for them if the prince had 
undergone any leal “change” in the course of the play 

Yet cannot one think of a further defense still, and one v hich does not 
depend so heavily on the conventions of Elizabethan thought ? Does the 
speech not represent a y oung man whose conscience hurts him even in the 
midst of his tufling, and who is attempting to justify his conduct to him- 
self 11 In othei woids, may the speech not be taken dramatically, not so 
much as an addiess to the audience (which might have better been spoken 
by another chaiacter 01 an agency sueh as the Gieek chorus See the 
Glossary) but lather as an argument addressed to himself as he attempts 
to justify to himself the latest — and most dangerous — madcap escapade, 
into which he has just consented to go? 



'5'5' z 


MORE MATURE TYPES 


ACT II 

[Scene I — Rochester. An inn yard.] 

[Enter a Carrier with a lanterv in his 
/land.] 

Fi*s; Car.: Heigh-ho! an it be not four 
by the clay. I'll be hanged: Charles’ 
wain 1 is over the new chimney, and yet 
our horse not packed. What, ostler! 
Ost.: [IFiti.ii:.] Anon, anon. 3 

F: r s • Car.: I prithee, Tom, beat Cut’s 
saddle, put a few flocks in the point 
poor jade, is wrung in the withers out 
of all cess. s [Enter avther Carrier .] 9 
Stf. Ca r .: Peas and beans are as dank 
here as a dog. and that is the next way 
to gis e poor jades the bots: this house is 
turned upside down since Robin Ostler 
died. 14 

First Car.: Poor fellow, never joyed 
since the price of oats rose; it was the 
death of him. 

Sic. Ca'.: I think this be the most vil- 
lainous house in all London road for fleas : 
I am stung like a tench. 20 

Car.: Like a tench! by the mass, 
there is ne’er a king christen could be 
better bit than I have been since the 
first cock. What, ostler! come away and 
be banned! come away. 25 

•S r. C :r.: I have a gammon of bacon 
and two razes 1 of ginger, to be delivered 
as far as Chnring-cross. 

rir-i C tr.: God’s body! the turkeys in 
my pannier are quite starved. What, 
ostler! A plague on thee! hast thou never 
an eye in the- head ? canst not hear? An ’t 
were not as good deed as drink, to break 
the pate on thee, I am a very c illain. 
Come, and be hanged! hast no faith in 
thee? [_E ter Gadsh ill.] 36 

Gad:.: Good morrow, carriers. What’s 
o’clock 1 

Tiff' C ir.: I think it be two o’clock. 
Gads.: I prithee, lend me thy lantern, 
to see my gelding in the stable. 41 

First C ir.: Nay, by God, soft; I know 
a trick \,orth two of that, i’ faith. 

1 The Great Bear. * Pommel of the saddle. 
* Beyond all measure. * Roots. 


Gads.: I pray thee, lend me thine. 
Sec. Car.: Ay, when: canst tell? Lend 
me thy lantern, quoth her many, I’ll 
see thee hanged first. 

Gads.: Sirrah carrier, what time do 
you mean to come to London? 49 

See. Car.: Time enough to go to bed 
with a candle, I warrant thee. Come, 
neighbour Mugs, we’ll call up the gentle- 
men: they will along with company, for 
they have great charge. [E'eunt Car- 
riers.] _ 53 

Gads.: What, I10! chamberlain! 
Cham.: [IFiihind] At hand, quoth 
pick-purse. 

Gads.: That’s even as fair as — at 
hand, quoth the chamberlain; for thou 
variest no more from picking of purses 
than giving direction doth from labour- 
ing; thou Invest the plot how. [Enter 
Chamberlain."] 64 

Chain.: Good morrow. Master Gads- 
hill. It holds current that I told you 
yesternight: there’s a franklin in the 
wild of Kent hath brought three hun- 
dred marks with him in gold: I heard 
him tell it to one of his company last 
night at supper; a kind of auditor; one 
that hath abundance of charge too, 
God knows what. They are up already, 
and call for eggs and butter: they will 
away presently. 75 

Gads.: Sirrah, if they meet not with 
Saint Nicholas’ clerks, 5 I’ll give thee 
this neck. 

Cham.: No, I’ll none of it: I pray 
thee, keep that for the hangman; for I 
know thou worshippest Saint Nicholas 
as truly as a man of falsehood mat'. 82 
Gads.: What talkest thou to me of the 
hangman? if I hang. I’ll make a fat pair 
of gallows; for if I hang, old Sir John 
hangs with me, and thou knowest he is 
no starveling. Tut! there are other Tro- 
jans that thou dreamest not of. the 
which for sport sake are content to do 
the profession some grace; that would, if 
matters should be looked into, for their 
own credit sake, make all whole, I am 

s Highwaymen! 
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joined with no foot land-rakers, 3 no 
long-staff sixpenny strikers," none of 
these mad mustachio purple-hued 
malt-worms ^ but with nobility and 
' tranquillity, burgomasters and great 
oneyers, 9 such as can hold m, such as will 
strike sooner than speak, and speak 
sooner than drink, and drink sooner 
than pray and yet, bounds, I lie, for 
thev priv continually to their saint, the 
commonwealth, or rather, not pray to 
her, but prey on her, for they ride up 
„ and down on her and make 1 er their 
boots 106 

Cham What, the commonwealth 
their boots' 1 will she hold out water in 
foul way? io) 

Lads She w ill, she w ill, justice h ith 
liquored her We steal as in a castle, 
cock-sure, we have the receipt of fein- 
secd, 11 we walk invisible 

Cham Na\ , by my faith, I think you 
are more beholding to the night than to 
fern-seed for your walking invisible 116 
' Gads Give me thy hand thou shalt 
have a share in our purchase, as I am a 
true man 

Cham Nay, rather let me have it, as 
you are a false thief 12 r 

Cads Go to, “homo” is a common 
name to all men Bid the ostler bring 
my gelding out of the stable Farewell, 
you muddy knave \_E\eunt~\ 125 

^ 0 Roving vagabonds 'Men armed with 

staves, robbing for palm sums “Drunkards 
9 Perhaps a burlesque formation meaning 
“great ones” on the analogy of lavvvm 
19 Fern-seed, in the popular superstition, 
would make one invisible 

[Scene II — The highway, near Gads*- 
hill ] 

, [_Ii liter Prince Henry and Poins.~] 

/ Poms • Come, shelter, shelter. I have 

removed Falstaff’s horse, and he frets 
like a gummed velvet 1 

Pruict Stand close [Enter Ealstaff ] 

1 Gum was sometimes used to give a gloss 
to velvet, though it made the cloth “fret” 
or v ear out easily 


TV Poms! Poms, and be hanged! 
Poinsl 6 

Prmce Peace, ye fat-Lidneyed rascall 
what a brawling dost thou keep! 

1 al Where’s Poms, Hal ? 

Prince He is walked up to the top of 
the hill I’ll go seek him u 

1 al I am accursed to rob in that 
thief’s company the rascal hath re- 
moved my horse, and tied him I know 
not where If 1 travel but four foot by 
the squier 2 further afoot, I shall break 
my wind Well, I doubt not but to die a 
f ur death for all this, if I ’scape hanging 
for killing that rogue I have forsworn 
his company hourly any time this two 
and twenty y'eurs, and yet I am be- 
witched with the rogue’s company. I! 
the 1 ise il hive not given me medicines 
to m ike me love him, I’ll be h inged, it 
could not be else; I have drunk medi- 
cines Poms 1 IlaB a plague upon you 
both 1 Bardolph 1 Peto 1 I'll starve ere 
I’ll rob a foot further An ’t were not 
as good a deed as drink, to turn true 
man and to leav e these rogues, I am the 
veriest varlet that ever chewed with a 
tooth Eight yards of unev en ground is 
threescore and ten miles afoot with me; 
and the stony-hearted villains know it 
well enough a plague upon it when 
thieves cmnot be true one to another! 
[The\ lustle ] Whew 1 A plague upon 
you all 1 Give me my horse, you rogues; 
give me my horse, and be hanged! 39 

Princi Peace, ye fat-guts 1 lie down; 
lav thine ear cIo=e to the ground and list 
if thou canst hear the tread of trav ellers. 

Pal Hav e y ou any lev ers to lift me 
up again, being dovvn ? ’Sblood, I’ll not 
bear mine own flesh so far afoot again 
for all the com in thy father’s exchequer. 
What a plague mean ye to colt 3 me 
thus ? 48 

Prince Thou best; thou art not 
colted, thou art uncolted. 

Tal 1 prithee, good Prince Hal, help 
me to my horse, good king’s son. 

Prince • Out, ye rogue! shall I be 
your ostler ? 54 

2 Foot-rule 3 Cheat 
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Tal Go, hang th\ self in thine own 
heir- ipparent carters 1 If I be ta’en, I'll 
peach for this \n 1 hat e not ballads 
made on \ou ill and sung to hlthv tunes, 
let a cup of sack be m\ poison when a 
jest is so forward, and afoot too’ I hate 
it [Enter Gadslull, Baidolph and Peto 
tilth him ] 62 

Gad Stand 

ral So I do, ai; unst my w ill 
Pain O, ’tis our setter 4 I know' his 
voice B lrdolph, what news’ 66 

Bind Case ye, case ye, on with your 
vi 7 ards there’s monev of the king’s 
coming down the hill, 'tis going to the 
king’s exchequer 70 

Fat \ ou lie, you rogue, ’tis going 
to the king’s tavern 

Gads 1 here ’s enough to make us all 
ral To be hanged 74 

Prince Sirs, you four shall front them 
in the narrow lane, Ned Poms and 1 will 
walk lower if they ’scape from your en- 
counter, then thev light on us 

Peto How many be there of them? 
Gads Some eight or ten 80 

ral ’Zounds, will they not rob us? 
Prince What, a coward, Sir John 
Paunch 5 

I al Indeed, I am not John of Gaunt, 
your grandfather, but yet no award, 
Hal 86 

Prince Well, we leave that to the 
proof 

Poms Sirrah Jack, thv horse stands 
behind the hedge when thou needest 
him, there thou shalt find him Farewell, 
and stand fast ga 

ral Now cannot I strike him, if I 
should be hanged. 

Prince Ned, where are our disguises? 
Poins Here, hard by. stand close. 

[Exeunt Prince and Poins ] 97 

ral Now, my masters, happy man 
be his dole, say I. every man to his 
business £ Enter the Travellers .] 100 

1 11 t Trav Come, neighbour the boy 
shall lead our horses down the hill, 
we’ll walk afoot awhile, and easeourlegs. 

4 The thieves’ decoy — here, Gadshill. 


Thieves Standi 104 

'Iravillcrs Jesus bless us I 
1 al Strike, down with them, cut the 
■villains’ throats ah 1 whoreson cater- 
pillars I bacon-fed knaves 1 they hate us 
youth down with them fleece them. 

'Iiazellers O, w 7 e are undone, both we 
and ours for ev er' in 

1 al Hang ye, gorbellied knaves, are 
ye undone 5 No, ve fat chuffs ’, I would 
your store were here' On, bacons, on' 
What, ve knaves' young men must live 
You are grandjurors, arc ve? we’ll jure 
ye, faith \_Ileie iht\ >ob them and bind 
them Exeunt ] [Re-enter Pnnce Henry 
and Poms'] 119 

Pnnce The thieves have bound the 
true men Now could thou and I rob 
the thiev es and go merrily to London, it 
would be argument for a week, laughter 
for a month and a good jest for ever. 

Poms Stand close, I hear them 
coming. [ Enter the Thieves agau ] 126 

Tal Come, my masters, let us share, 
and then to horse before day An the 
Prince and Poms be not two arrant cow- 
ards, there’s no equity stirring there’s 
no more valour in that Poins than in a 
wiid-duck 132 

Prince Your money' 

Point Viliams' [As the \ ate sharing, 
the Prince and Poins set upon them, they 
all run azuax, and T alstaff, a} ter a blow or 
two, runs away too, leaving the booty be- 
hind them ] 

Prince Got with much ease Now 
merrily to horse 139 

The thieves are all scatter’d and pos- 
sess’d with fear 

So strongly that they dare not meet each 
* other, 

Each takes his fellow for an officer 
Away, good Ned. FalstafF sweats to 
death, 

And lards the lean earth as he walks 
along 144 

Were’t not for laughing, I should pity 
him 

Poins : How the logue roar’d' 

[Exeunt . J 

6 Churls. 
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[Scene III — Wark worth castle] 
[Enter Hotspur, solus, reading a letter ] 

1 Hot “But, for mine own part, my 
lord, I could be well contented to be 
there, in respect of the lo\ e 1 bear your 
house ” He could be contented why is 
he not, then 3 In respect of the love he 
bears our house he shows m this, he 
loves his own barn better than he loves 
our house Let me see some more “The 
purpose you undertake is dangerous’’, 
"* — w hy , that’s cert un ’tis dangerous to 
take a cold, to sleep, to drink, but I tell 
you, my lord fool, out of this nettle, 
danger, we pluck this flower, safety 
“ I he purpose you undertake is danger- 
ous, the friends you have named un- 
certain, the time itself unsorted, and 
your whole plot too light for the counter- 
poise of so great an opposition ” Say 
you so, say you so' I say unto you again, 
you are a shallow cowardly hind, and 
, you lie What a 1 ick-bram is this' By 
the Lord, our plot is a good plot as ever 
was laid, our friends true and constant, 
a good plot, good friends, and full of 
expectation, in excellent plot, v ery good 
friends Wh it a frosty-spirited rogue is 
this' Why, my loid of ^ ork commends 
the plot and the gencril course of the 
action ’Zounds, in I were now by this 
rascal, I could brun him with his lady’s 
, fan Is there not mv father, my uncle 
and my self 3 lord T dmund Mortimer, my 
lord of ^ oik md Owen Glcndower' is 
there not besides the Doughs 3 hive I 
not all their letters to meet me in arms 
by the ninth of the next month 3 tnd are 
they not some of them set forward al- 
ready 3 Wh it a pagan rascal is this' an 
infidel' Ha' you shall see now in very 
sincerity of fear and cold heirt, will he 
( to the king and lay open all our pro- 
ceedings 0, I could divide myself and 
go to bullets, for moving such a dish 
of skim milk with so honour ible an ac- 
tion' Hang him' let him tell the king 
we are prepared I will set forward to- 
night [Enter Lady Percy ] How now, 


Kate' I must leave you within these two 
hours 49 

Lad\ O, my good lord, why are you 
thus alone 3 

For what offence have I this fortnight 
been 

A banish’d woman from my Harry’s 
bed 3 

Tell me, sweet lord, what is ’t that takes 
from thee 

Thy stomach, pleasure and thy golden 
sleep 3 

Why dost thou bend thine eyes upon 
the earth, 53 

And start so often when thou sit’st 
alone 3 

Whv hast thou lost the fresh blood m 
thy cheeks, 

And given my treasures and my rights 
of thee 

To thick-eyed musing and cursed mel- 
ancholy 3 

In thy flint slumbers I by thee have 
watch’d, 60 

And heard thee murmur tales of iron 

vv irs, 

Speak terms of manage to thy bounding 
steed, 

Cry “Courage' to the held'” And thou 
hast talk’d 

Of sallies and retires, of trenches, tents. 
Of p isiladoes, frontiers, parapets, 63 

Of basilisks, of cannon, culvenn, 

Of prisoners’ ransom and of soldiers 
si un, 

And all the currents of a heady fight 
Thy spirit within thee h ith been so at 
war 

And thus hath so bestirr’d thee m thy 
sleep, 70 

That beads of sweat have stood upon 
thy brow, 

Like bubbles in a late-disturbed stream. 
And in thy face strange motions have 
appear’d, 

Such as we see when men restrain their 
breath 

On some great sudden hest 1 O, what 
portents are these 3 73 

1 Command 
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Some heavy business hath my lord in 
hand. 

And I must know it, else he Io\ es me not. 
Hot.- What, ho! 

[ Enter Sercai'/.J 

Is Gilliams with the 

packet gone? 

Seri’.: He is, my lord, an hour ago. 

1 lot.: Hath Butler brought those 
horses from the sheriff? 80 

Sen’.: One horse, my lord, he brought 
even now. 

Hot.: What horse? a roan, a crop-ear, 
is it not? 

Serv.: It is, my lord. 

Hot.: That roan shall 

be my throne. 

Well, I will back him straight: 0 esper- 

1 1 

ance! - 

Bid Butler lead him forth into the park. 

[Exit Servant.~\ 
Lady: But hear you, my lord. 86 
Hot.: What say’st thou, my lady? 
Lady: What is it carries you away? 
Hot.: Why, my horse, my love, my 
horse. 

Lady: Out, you mad-headed ape! 90 
■\ weasel hath not such a deal of spleen 
As you are toss’d with. In faith, 

I’ll know' your business, Harry, that I 
will. 

I fear my brother Mortimer doth stir 
About his title, and hath sent for you 
To line 1 his enterprize: but if you go, — 
Hot.: So far afoot, I shall be weary, 
love. 97 

Lady: Come, come, you paraquito, 
answer me 

Directly unto this question that I ask: 
In faith, I’ll break thy little finger, 
Harry, 100 

An if thou wilt not tell me all things true. 
Hot.: Away, 

Away, you triflerl Love! I love thee not, 
I care not for thee, Kate: this is no 
world 

To plaj' with mammets 4 and to tilt with 
lips: 105 

•The motto of the Percy family. •Sup- 
port. 4 Dolls. 


We must have bloody noses and crack’d 
crowns, 5 

And pass them current too. God’s me, 6 
my horse! 

What sny’st thou, Kate? what would’st 
thou have with me? 

Lady: Do you not love me? do you 
not, indeed? 

Well, do not then; for since you love me 
not, no 

I will not love myself. Do you not love 
me? 

Nay, tell me if you speak in jest or no. 

Hot.: Come, wilt thou see me ride? 
And when I am o’ horseback, I will swear 
Ilove thee infinitely. But hark you, Kate; 
I must not have you henceforth ques- 
tion me 116 

Whither I go, nor reason whereabout: 
Whither I must, I must; and, to conclude, 
This evening must I leave you, gentle 
Kate. 

I know you wise, but yet no farther wise 
Than Harry Percy’s wife: constant you 
are, 121 

But yet a woman : and for secrecy, 

No lady closer; for I well believe 
Thou wilt not utter what thou dost not 
know; 

And so far will I trust thee, gentle Kate. 

Lady: How! so far? 126 

Hot.: Not an inch further. But hark 
you, Kate: 

Whither I go, thither shall you go too; 
To-day will I set forth, to-morrow you. 
Will this content you, Kate? 

Lady: It must of 

force. [Exeunt . 2 130 

• The crown of the head, hut also the 
coin as “And pass them current too’’ sug- 
gests. 6 God is for me. 

[[Scene IV — The Boar’s-Head Tav- 
ern, Eastcheap.] 

[ Enter the Prince and PoinsL\ 

Prince: Ned, prithee, come out of 
that fat 1 room, and lend me thy hand 
to laugh a little. 

Poins: Where hast been, Hal? 

1 Stuffy 
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Prince With three or four loggerheads Puna How long hast thou to serve, 
amongst three or four scoie hogsheads I Francis? 

ha\ e sounded the \ ery base string of Tran Forsooth, five years, and as 
humility Sirrah, I am sworn brother to much as to — 56 

' a leash of d pawers. ind cm call them all? pYlBsdlit. [.Jt'itlnn.'] Francis 1 
by their christen n lines, as Tom, Dick, j 1 ran Anon, anon, sir 
and 1 rincis lliev tike it llready upon Pnnce Five year 1 by ’r lad}, a long 


their salvation, that though I be but 
Pnnee of \\ lies, v et I im the king of 
courtesv , and tell me fl itlv I im no 
proud J ick, like 1 ilstaft, but a Conn- 
tln in, a lad of mettle, a good boy , by 
^the Lord, so thev call me, ind when Ii 
am king of I ngl ind, I shall command | 
all the good 1 ids in Eastehe ip 1 hey call | 
drinking deep, dvcmg scarlet, and when 
you breathe m your watering, they civ 
‘ hem 1 ” and bid vou pi ly it oft To con- 
clude, I am so good a proficient in one 
quarter of ?n hour, th it I c in drink with 
any tinker in his own languige during 
my life I tell thee, Ned, thou hast lost 
much honour, that thou wert not with 
me in this action But, sweet Ned, — to 
4 sweeten which name of Ned, I give thee 
this pennyworth of sugar, clapped ev en 
now into my hand by an under-skmker, 3 
one that nevei spoke other English m 
his life than “Eight shillings and six- 
pence,” and “’fou are welcome,” with 
this shrill addition, “Anon, anon, sir* 
Score a pint of bastard 1 in the Half- 
moon,” or so But, Ned, to drive away 
the tune till lalstaff" come, I prithee, do 
thou stand m some by-room, whilt I 
question my puny draw er to v hat end 
he g iv e me the sugar, and do thou nev er 
leave calling “Trancis,” th it his tale to 
me mav be nothing but “ Anon ” Step 
aside, and I’ll show thee a precedent 
Poms Francis' 45 

Prince Thou art perfect 
Poms Francis' [_E\it Poins~\ \_EnUr 
v, Francis ] 

T Tran Mion, anon, sir Look down 
into the Pomgarnet,’ Ralph 50 

Pnnci Come hither, Francis 

1 ran My lord ? 

2 \ good fellow, a hearty drinker 8 Tap- 
ster’s boy 4 A sweet wine of Spain 5 Pome- 
granate 


lease for the clinking of pewter But, 
Francis, darest thou be so valiant as to 
play the coward with thy indenture and 
show it a fair pair of heels and run from 
it? 64 

Fran 0 Lord, sir, I’ll be sworn upon 
all the books m England, I could find 
m mv heart 

Penns \JFithi n ] Francis' 

Fran \non, sir 

Pnnci How old art thou, Francis? 
Fran Let me see — about Michael- 
mas next I shall be — 72 

Poms [ FFitlnn 2 Francis' 
r>an Anon, sir Pray stay a little, 
my lord 75 

Pnnci Nay, but hark vou, Francis: 
for the sugar thou gavest me, ’tvvas a 
pennyworth, was’t not? 

1 ran 0 Lord, I would it had been 
two' 80 

Prince I will give thee for it a thou- 
sand pound ask me when thou wilt, and 
thou shalt hav e it 

Poms \J 1 'ithin ] Francis' 

Fran Anon, anon 85 

Prince Anon, trancis? No, Francis; 
but to-morrow, Francis, or Fiancis, o’ 
Thursdiy, or indeed, 1 rancis, when 
thou wilt But, Francis' 

F>a 1 My lord? 90 

Pnnci \V lit thou rob this leathern 
jerkin, crystal-button, not-pated, 6 agate- 
ring, puke-stocking, 7 caddis-garter, 8 
smooth-tongue, Spanish-pouch, 9 — 94 

Fian O Lord, sir, who do you mean? 
Pnnce Why, then, your brown bas- 
tard is your only drink, for look you, 
Francis, your white canvas doublet will 
sully in Barbary, sir, it cannot come to 
so much 100 

6 Crop-headed 7 Stockings of a dull gray 
color 8 A garter of worsted 8 Of Spanish 
ieather 
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333 

Frat:.: What, sir? 

Poi"s: [Jf~i:hin.} Francis! 

Prince: Away, you rogue! dost thou 
not hear them call? [Here they l<!r call 
hi»:: the drawer stands amazed, act 
knowing which way to go.] [Enter Vint- 
ner.} 107 

J'i'i.: What, standest thou still, and 
hearest such 2 calling? Look to the 
guests within. [£«'/ Francis.'} My 
lord, old Sir John, with half-a-dozen 
more, are at the door: shall I let them 
in? 113 

Print': Let them alone awhile, and 
then open the door. [Exit Vintner.} 
Poins! [Re-enter Pains.} 116 

P'i :: Anon, anon, sir. 

Prince: Sirrah, Falstaff and the rest 
of the thieves are at the door: shall we 
be merry? 120 

P' Iks: As merry as crickets, my lad. 
But hark ye; what cunning match have 
you made with this jest of the drawer? 
come, what's the issue? 124 

Prince: I am now of all humours that 
have showed themselves humours since 
the old days of aoodman Adam to the 
pupil age of this present twelve o’clock 
at midnight. [Re-enter Francis.} What’s 
o’clock, Francis? 

Frar..: Anon, anon, sir. [Exit!} 131 
Prince: That ever this fellow should 
have fewer words than a parrot, and yet 
the son of a woman! His industry is up- 
stairs and down-stairs; his eloquence the 
parcel of a reckoning. I am not yet of 
Percy’s mind, the Hotspur of the north; 
he that kills me some sit or seven dozen 
of Scots at a breakfast, washes his hands, 
and says to his wife "Fie upon this 
quiet life! I want work.” "O my sweet 
Harry,” says she, “how many hast 
thou killed to-day?” “Give my roan 
horse a drench,” says he; and answers 
“Some fourteen,” an hour after; “a 
trifle, a trifle.” I prithee, call in Falstaff: 
I’ll plav Percy, and that damned brawn 
shall play Dame Mortimer his wife. 
“Rivo!” 10 says the drunkard. Call in 
ribs, call in tallow. [Enter Falstaff, Gads- 
10 An exclamation used at drinking-bouts. 


hill. Bardolph , and Peto; Francis follow- 
ing with J ij 4 

Poins: Welcome, jack: where hast 
thou been? 

Fa!.: A plague of all cowards, I say, 
and a vengeance too! marry, and amen! 
Give me a cup of sack. boy. Ere I lead 
this life long. I’ll sew nether stocks 11 
and mend them and foot them too. A 
plague of all cowards! Give me a cup of 
sack, rogue. Is there no virtue extant? 
[I/e drinks.} 162 

Prince: Didst thou ever see Titan 11 
kiss a dish of butter? pitiful-hearted 
[creature j. that melted at the sweet tale 
of the sun’s! if thou didst, then behold 
that compound. 167 

Fa!.: You rogue, here’s lime in this 
sack too: there is nothing but roguery to 
be found in villainous man : yet a coward 
is worse than a cup of sack with lime in 
it. A villainous coward! Go thy ways, 
old Jack: die when thou wilt, if man- 
hood, good manhood, be not forgot upon 
the face of the earth, then am I a 
shorten herring. 15 There live not three 
good men unhanged in England; and 
one of them is fat and grows old : God 
help the while! a bad world. I say. I 
would I were a weaver; I could sing 
psalms or any thing. A plague of all 
cowards, I say still. 182 

Prince: How now. wool-sack! what 
mutter you? 

FaL: A king’s son! If I do not beat 
thee out of thy kingdom with a dagger 
of lath, and drive all thy subjects afore 
thee like a flock of wild-geese. I’ll never 
wear hair on my face more. You Prince 
of Wales ! 

Prince: Why, you whoreson round 
man, what’s the matter? 192 

Fal.: Are not you a coward? answer 
me to that: and Poins there? 3 

Poins: ’Zounds, ye fat paunch, an ye { 
call me coward, by the Lord , I’ll stab thee. 

Fal.: I call thee coward! I’ll see thee 
damned ere I call thee coward: but I 
would give a thousand pound I could 
11 Stockings. 12 The sun. n A Inuring that 
has spawned. 
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run as fast as thou canst You are 
straight enough in the shoulders, you 
care not who sees your bach call you 
that b icking of jour friends' 5 A plague 
upon such baching 1 gi\e me them that 
will fice me Give me a cup of sach I 
am a rogue, if I drunh to-day 206 

Prmct 0 \illain 1 thy lips are scarce 
wiped since thou drunhest last 

Tal All’s one for that [_IIc drinks ] 
A plague of all cowards, still say I 210 
Pnnct \\ hat’s the matter ? 

Pal What’s the matter 1 there be four 
of us here hat e ta'en a thous ind pound 
this d ly morning 21 j. 

Pnnct Where is it, Jach ? where is it ? 
Pa] \\ here is it 1 tahen from us it is 
a hundred upon poor four of us 
Pnncr What, a hundred, nnn ? 
ral I am a rogue, if I were not at 
half-sword with a dozen of them two 
hours together 1 hue ’scaped by 
miracle I am eight times thrust through 
the doublet, four through the hose, my 
bucUer cut through and through, my 
sword hacked like a hand-saw — ecce 
signurn 1 I never dealt better since I was 
a man all would not do A plague of all 
cowards 1 Let them speak if they speak 
more or less than truth, they are \ lllains 
and the sons of darkness 230 

Prince Speak, sirs, how was it ? 

Gads We four set upon some dozen — 
Tal Sixteen, at least, my lord 
Gads And bound them 234 

Petri No, no, they were not bound 
ral You rogue, thev were bound, 
exery man of them, or I am a Jew else, 
an Ebrew Jew 

Gads As we were sharing, some six 
or sex en fresh men set upon us — 240 

ral.. And unbound the rest, and then 
come m the other. 

Prince What, fought you with them 
all ? 

ral All 1 I know not what you call 
all, but if 1 fought not with fifty of 
them, I am a bunch of radish if there 
were not two or three and fifty upon 
poor old Jack, then am I no two-legged 
ere iture. 250 


Pnnce Pray God you ha\ e not mur- 
dered some of them 

ral Nay, that’s past prajmg for: I 
have peppered two of them, two I am 
sure I have paid, two rogues in buckram 
suits I tell thee what, Hal, if I tell thee 
a he, spit m my face, call me horse Thou 
knowest my old ward ll , here I lay, and 
thus 1 bore my point Four rogues m 
buckram let dm e at me — 260 

Prince What, four ? thou saidst but 
two e\en now 

ral four, Hal, I told thee four. 
Pouts Ay, ay, he said four 264 
ral 1 hese four came all a-front, and 
mainly thrust at me I made me no more 
ado but took all their seven points m 
my target, thus 

Prince Seven ? why, there xvere but 
four ex en now. 270 

ral In buckram 
Poetts Ay, four, in buckram suits. 
ral Sexen, by these hilts, or I am a 
villain else 

Pnnce Prithee, let him alone; we 
shall hax e more anon 276 

ral Dost thou hear me, Hal ? 

Prince Ay, and mark thee too. Jack. 
ral Do so, for it is worth listen- 
ing to These nine m buckram that I 
told thee of — 281 

Pnnct So, two more already. 
ral Their points being broken, — 
Poms Down fell their hose 1,1 
ral Beg in to give me ground . but I 
followed me close, came in foot and 
hand, and with a thought sexen of the 
elexen I paid 

Pnnce 0 monstrous 1 eleven buckram 
men grown out of two 1 290 

ral But, as the devil would have it, 
three misbegotten knaves in Kendal 
green came at my back and let drive at 
me, for it was so dark, Hal, that thou 
couldst not see thy hand. 295 

Prince These lies are like their father 
that begets them, gross as a mountain, 
open, palpable Why, thou clay-brained 

11 Guaid, in fencing u There is a play here 
on points (of the swords) and “ points,” laces 
used for holding up the hose. 
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guts, thou knottv -p itcd fool, thouw horc- 
son, obscene, grt is\ t illow-ketch, 1 — 

I al Whit art thou mul' trt thou 
mad ? is not the truth the truth ? j02 

Prince Win, how couldst thou know 
these men in kend il green, w hen it w is 
so dirk thou couldst not see thy h ind ? 
come, tell us vour reason whit sayest 
thou to this r 307 

Pouii Come, tour re ison, J ick, jour 
reison 

1 al Whit, upon compulsion ? 
’Zounds, m I were at the stnppado, 1 " 
or all the r leks in the world, I would not 
tell vou on compulsion Gne vou a 
reison on compulsion! if re isons were as 
plentiful is bhckberries, I would give 
no m in i reison upon compulsion, I 
Pit net I’ll be no longer guilty of this 
sin, this singuine eowird, this bed- 
presser, this horse-b ick-breaker, this 
huge hill of flesh, — 320 

ral ’Sblood, you starveling, you elf- 
skin, you dried neat’s 14 tongue, you 
bull’s pizzle, you stock-fish 1 19 O for 
breith to utter what is like thee! y 0 u 
tailor’ s-yird, you she ith, you bow-ease, 
you vile standing-tuck, ' — 326 

Prince Well, breathe awhile, and 
then to it ag un and w hen thou hast 
tired thyself in base comp irisons, hear 
me speak but this 330 

Pais Mirk, Jack 
Pnnct We two saw you four set on 
four and bound them, and were masters 
of their wealth \I irk now, how a plain 
tale sh ill put you down lhen did we 
two set on you foui, and, with a word, 
out-faced you from your prize, and hate 
it, ye 1, ind c in show it you here in the 
house ind, Falstaff, you carried your 
guts away as nimbly, with as quick 
dexterity, and roared for mercy and still 
run and roared, as ever I heard bull-calf 
What a slave art thou, to hack thy 
sword is thou hast done, and then say 
it w is in hght 1 What trick, what device, 
vvh it st 11 ting-hole, canst thou now find 

1 lull of tallow 1 A Spanish lortuic 
'■ Ov-tongue 19 A dried fish 99 Sword set up- 
right 


out to hide thee from this open and 
app 11 ent shame r 3 + 9 

Pans Come, let’s hear, Jack, what 
trick h 1st thou now ? 350 

1 al By the 1 ord, I knew ye as well 
as he th it 111 ide ji \\ h\ , he ir you, my 
masters was it for me to kill the heir- 
apparent? should I turn upon the true 
prince 5 whv, thou knowest I am as 
valnnt is Hercules but beware in- 
stinct, the lion will not touch the true 
prince Instinct is 1 gre it 111 itter, I was 
now a low lrd on instinct I sh ill think 
the better of my Self ind tlicL during my 
life, I for a v aliant lion, ind thou for a 
true prince But, In the Lord, lads, I am 
glad you hav e the monev Hostess, clap 
to the doors w itLh to-night, pray to- 
morrow G ill ints, 1 ids, bo\ s, hearts of 
gold, all the titles of good fellowship 
come to you 1 \\ hjt. ,U be merry ? 
shall we have a play extempore? 368 
Pnnce Content, and the argument 
shall be thy running iw a\ 

ral Ah, no more of that, Hal, an 
thou lovest me' [Enter Hostess J 
/ lost O Jesu, my lord the prince! 
Prince How now, my lady the 
hostess' what sayest thou to me 5 375 
Host Marry, mv lord, there is a 
nobleman of the couit at door would 
speak with you he s lys he tomes from 
your father 379 

Prince Give him as much as wil', 
make him a royal m in, ind send him 
back again to my mother 

ral What m inner of man is he? 
Host An old man 384 

ral What doth gravity out of his 
bed at midnight? Sh ill I give him his 
answer? 

Prince Prithee, do, Jack 
ral ’Faith, and I’ll send him pack- 
ing [Exit ] 39 “ 

Pnnce Now, sirs by’r lady, you 
fought fair, so did you, Peto, so did you, 
Bardolph you are lions too, you ran 
away upon instinct, you will not touch 
the true prince, no, he' 39 s 

Bard., ’f nth, I r in when 1 s iw others 
run 
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Prince ’1 aith, tell me now m earnest, 
"how came Filstaff’s sword so hacked? 

Peto \\ h\ , he hacked it with his 
dagger, and said he would swear truth 
out of Lngl ind but he would make you 
belies e it was done in fight, and per- 
suaded us to do the like 404. 

Bard \ e i, and to tickle our noses 
with spear-grass to make them bleed, 
and then to beslubber our garments w ith 
it and sweir it w is the blood of true 
men I did th it I did not this set en year 
before, I blushed to hear his monstrous 
devices 411 

Prince O \ lllam, thou stolest a cup of 
sack eighteen years ago, and wert taken 
with the manner, and ever since thou 
hast blushed extempore Thou hadst 
fire and sword on thy side, and yet thou 
rannest iway what instinct hadst thou 
for it? 41b 

Bard My lord, do you see these 
meteors? do you behold these exhala- 
tions? 

Prince I do 422 

Bard What think you they portend? 
Prince Hot lie ers and cold purses 
Bard Choler,- 1 my lord, if rightly 
taken 426 

Pnnce No, if rightly tiken, h liter 
IRe-e nter Palstaff ] Here comes lean 
Jack, here comes bare-bone How now, 
my sweet creiture of bombast' How 
long is’t ago, Jack, since thou sawest 
thine own knee? 4j2 

1 al My own knee' when I w is 
about thy yeirs, II il, I was not 111 
eagle’s t ilon in the w 11st, I could have 
crept into any ilderm in’s thumb-ring 
a plague of sighing ind grief' it blows a 
man up like a bladder rhere’s \ lllainous 
news abroad here was Sir John Bracy 
from your father, you must to the 
court in the morning I h it same mad 
fellow of the north, Percy, and he of 
Wales, that gave Am imon ’ the basti- 
nado and m ide Lucifer cuckold and 
svore the devil his true liegeman upon 

■ il There is a pun on choler , anger, and 
roe 1 at ” The name of a fiend 


the ClOss of a Welsh hook — what a 
plague call you him? 447 

Poms O, Glendovver 
Pal Owen, Owen, the same, and his 
son-in-law Mortimer, and old Northum- 
berland, and that sprightly Scot of 
Scots, Douglas, that runs o’horseback up 
a hill perpendicular, — 453 

Pnnce He that rides at high speed 
and w ith his pistol kills a sparrow flying. 
Pal \ ou hav e hit it 
Prince So did he nev er the sparrow 
Pal Well, that rascal hath good 
mettle in him, he will not run 4 59 

Prince W hy, what a rascal art thou 
then, to praise him so for running' 

1 al O’horseback, ye cuckoo, but 
afoot he will not budge a foot 

Pnnce \ es, Jack, upon instinct 464 
Pal I grant ye, upon instinct Well, 
he is there too, and one Mordake, and a 
thousand blue-caps more Worcester is 
stolen away to-night, thy father's beard 
is turned white with the news you may 
buy land now as cheap as stinking 
mackerel 471 

Pnnce Why, then, it is like, if there 
come a hot June, and this cp il buffeting 
hold, we shall buy maidenheads as they 
buy hob-n ills, by the hundreds 475 
1 al Bv the mass, lad, thou sayest 
true, it is like we shall have good trading 
that w iv But tell me, Hal, art not thou 
horrible afeard ? thou being heir-ap- 
pirent, could the world pick thee out 
three such enemies agnn as that fiend 
Doughs, that spirit Percy, and that 
devil Glendovver? Art thou not horribly 
afrud 1 ' doth not thy blood thrill at it? 

Pmci Not a whit, 1’ faith, I lack 
some of thy instinct 486 

I al Well, thou wilt be horribly chid 
to-morrow when thou contest to thy 
father if thou love me, practise an 
answer 490 

Prince Do thou stand for my father, 
and examine me uoon the particulars of 
my life 

I al Shall I? content this chair shall 
be my state, this dagger my sceptre, and 
this cushion my crown 496 
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Prince Thv state is taken for a 
lomed-stool, tin golden sceptre for 1 
leaden dagger, and thy precious rich 
crown for a pitiful bald crown' 500 
I al W ell, an the fire of grace be not 
quite out of thee, now shalt thou be 
mov ed Gi\ e me a cup of sack to m ike 
mv e\ cs look red, that it mav be thought 

I have wept, for I must speak in passion, 

and I will do it in King Cambvses’ 
\ cm " 507 

Prv ct W < 11 , here is mv leg 24 
Pal And here is m\ speech Stand 
aside, nobility 5 10 

II oj 1 O Jesu, this is excellent sport, 
1’ faith' 

Fa ? Weep not, sweet queen, for 
trickling tears are v am 
Il'jrt O, the father, how he holds his 
countenance' 515 

Fal Tor God’s sake, lords, cons ev 
my tristful queen, 

for tears do stop the flood-gates of her 
e\ es 

Ilort 0 Jesu, he doth it as like one of 
these harlotrv players as e\er I see' 
ral Peace, good pint-pot, peace, 
good tickle-brain Ilarrv, I do not only 
nurvei wuere thou spendest thv time, 
but also how thou art accompanied for 
though the camomile, the more it is 
trodden on the faster it grows, vet youth, 
the more it is wasted the sooner it wears 
Th it thou art my son, I has c p irtly thy 
mother’ > word, partly my own opinion, 
but chicflv a \ ill unous trick of thine eve 
and a foolish hanging of thy nether hp, 
th it doth w urant me If then thou be 
son to me, here lies the point, why, 
being son to me, art thou so pointed at? 
Shall the blessed sun of hea\en prose a 
micher” and eat blackberries? a ques- 
tion not to be asked Shall the son of 
England prove a thief and take purses? 
« question to be asked There is a thing, 

II iriy, which thou hast often heard of 
and it is known to many in our land by 

\ reference to tile bombastic style of in 
early Elizabethan tragedy, the Lamentable 
Trageih of Cambises 2 * An elaborate bow 
Scurvy, good-for-nothing “Truant 


the name of pitch this pitch, as ancient 
writers do report, doth defile, so doth 
the comp inv thou keepest for, Harry, 
now I do not speak to thee in drink but 
m te irs, not in pic isorc but in passion, 
not in words only, but in woes also 
and yet there is a virtuous min whom 
I have often noted in thy company, but 
I know not his name 5^ 

Prnct Whit m inner of man, an it 
like \ our majesty ? 

I al A goodly portly m in 1’ faith, 
and a corpulent, of 1 cheerful look, a 
pleasing ey r c and a most noble carriage, 
and, as I think, his age some hfty, or, 
by ’r Iadv, inclining to three score, and 
novy I remember me, his name is Fal 
staff if that man should be lewdly 
giy en, he decciv eth me. for, Harry, I 
see y irtue in his looks If then the tree 
mav be knoyvn bv r the fruit, is the fruit 
by the tree, then, peremptorily I speak 
it, there is virtue in that Talstaff him 
keep with, the rest banish And tell me 
nosy, thou naughty varlet, tell me, 
where hast thou been this month 5 566 
Prince Dost thou speak like a king? 
Do thou stand for me, and I’ll play my 
father 

Fal Depose me 5 if thou dost it half 
so gravely, so m ijestic illy, both in 
yvord and matter, hang me up by the 
heels for a rabbit-sucker 7 or a poulter’s 
hare 574 

Prince Well, here I am set 
Fal And here I stand judge, my 
masters 

Prince Noyv, Harry', whence come 
you? 579 

1 al My noble lord, from Eastcheap 
Prince The complaints I hear of thee 
are grievous 

ral ’Sblood, my lord, they are false 
nay, I’ll tickle ye for a young prince, l 
faith 585 

Prince Swearest thou, ungracious 
boy? henceforth ne’er look on me Thou 
art violently earned iw iv from grace 
there is a dev il h lunts thee in the like- 
ness of an old f it m m, a tun of man is 
27 Suckling labbit 
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thy companion Why dost tiiou converse 
with th it trunk of humours, that bolt- 
mi, hutch ' of be isthncss, th it swollen 
p ired of dropsies, that huge bombard 
of s .ck, th it stulfcd cloak-b ig of guts, 
th it ro isted Manningtrec ox with the 
pudding in his belly , th it res erend \ice, 
that grey iniquity, that f idler rufh in, 
that sanity in yeirs 3 Wherun is he 
good, but to taste sick ind drink it 5 
w herein neat ind cle inly , but to e ir\ c a 
capon ind eat it 5 wherein cunning, but 
in cr ift wherein er ifty , but m \ ill nny 5 
wheicin \ illainous but m ill things 5 
wherein worths, but in nothing 5 605 
I al I would your gi ice would take 
me with you 11 whom means your gr ice 5 
Piiici Hut \1ll11n011s abomm ible 
misleader of youth, I llstaff, th it old 
whitc-bc lrded Satan 610 

TV Mv lord, the man I know 
Prtnct I know thou dost 
rd But to say I know more harm 
in him than in myself, were to say more 
than I know That he is old, the more 
the pity, his white hairs do witness it, 
but that he is, sas mg your res erence, a 
>\ horem ister, that I utterly deny If 
s ick ind sugar be a fault, God help the 
wicked 1 if to be old and mciry be a sm, 
then mans in old host that I know is 
damned if to he fat be to be hated, 
then Phar loh’s lean kine are to be los ed 
No, my good lord, banish Peto, banish 
Bardolph, b inish Poins but for ssseet 
Jack Talstilf, kind Jack FalstafF, true 
lack F llstaff, s iliant Jack falstaff, and 
therefore more saliant, being, as he is, 
old Jack I alstaff, banish not him thy 
Harry’s company, banish not him thy 
Harry’s company banish plump Jack, 
and banish all the ssorld 632 

Pi nice I do, I will \_A knocking 
heard Lxeunt Hostess, Francis, and 
Bardolph Re-enter Bardolph, running ] 
Bate l 0 , my lord, my lord ' the sheriff 
with a most monstrous svatch is at the 
door 638 

" 8 Sifting-bm " A large drmicing-vessel 
made of leather 30 I would explain what 
you mean 


ral Out, ye rogue I Plav out the 
play I have much to say in the behalf 
of th it Falstaff [_Rt-enU r the Hostess ~\ 
Host O Jesu, mv lord, my lord 1 642 
I al Heigh, heigh' the desil rides 
upon a fiddlestick what’s the nutter 5 
Ho t The sheriff and ill the watch 
are it the door thc\ ire come to search 
the house Shall I let them in 1- 

1 al Dost thou heai . II il ' ne\ u c ill 
a true piece of gold a counterfeit thou 
art essenti illy mad, w ithout seeming so 
Pi met And thou 1 nitunl coward, 
without instinct 6,z 

I al I deny your major - 1 if you w ill 
deny the sheriff, so, if not, let him enter: 
if I become not a c irt is well as another 
m m, 1 plague on my bringing up 1 1 hope 
I sh ill as soon be strangled w ith a h liter 
as mother 6 3 b 

Pmct Go, hide thee behind the 
arras the rest w alk up abo\ e Now , my 
masters, for a true face and good con- 
science 

ral Both which I ha\e had but 
their date is out, and therefore I’ll hide 
me 665 

Pnnct Call m the sheriff \_E\eunt all 
e\cept the Prince and Peto ] [ Enter 
Sheriff and the Carrier J 
Now, mister sheriff, what is your will 
with me 5 

S/u? First, pardon me, my lord A 

iiue and cry 670 

Hath follow’d certain men unto this 

house 

Pnnct What men 5 
Shei One of them is well known, my 
gracious lord, 

A gross fat man 

Car As fat as butter 

Prince The man, J do assure you, is 
not here, 675 

For I myself at this time has e employ’d 
him 

And, sheriff, I will engage my word to 
thee 

That I will, by to-morrow dinner-time, 
Send him to answer thee, or any man, 

31 Major premise, with perhaps a pun on 
mayor 
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i or a r -• *h mg he *hall be charasd wr-Hal: 
A.',, :o 1 rt une enareat yem tea.'. i me 
nc.i.ie. i*r 

L I will, my ford. There are r»o 
in -1 ' /men 

rlT" • ' - ■ .5 rac&cry lore toree hundred 

-i an ;. 

•-> r* may he 30- :f he have 
: r - ■ e:e men. 

; s 7 ,ntLe and v. farewell. 
-• j.r r.iyn try c'.hhlori. 

? ■ -- I r- ir.jc it :: gtoc morrow, Li 

L'lieed. my Lord. I taint it be 
t - :c TExs'*.*.; 2 -id Car- 

^>n 

/■**: •- Tr.ii oily rascal k known as 
v . v. ?': jl's.K Go. call him forth. 

raktaff! — Fast asleep behind 
t'- arrai and snorting like a horse. 

-■> Hark, how hard he fetches 
urea*', .search his pockets. Ti/k ;ts.-'cka'r. 
r.i i' '!='•-■. n'd y -s/A rt-ra: t paper/.] 
Vi -.at hast rnou found 1 

/'fta- Nothing but papers, my lord. 

c £* Paul's Ca-heira.' 


P’-i-ir/.- Let's see -v- ir read 

them. - : .r 

Par ] 

Item, A rarer.. a • a/. 

Item, fa a:-. a;. -•• 

Item. Sa:c. rwe nail ;n: 

Item. A.nch.'ies a~ a 

sack after suppe:. a., ai. 

Item Bread. per? 

O -r rr.str: me half- 
penn', ■worth, tf breit t: intolerable 

deal of =ati - A -at there >5 else, keep 
close; well retc it at n:re ; tvantage: 
there let him. s.ecp rill day. I'll to die 
court in the momins. Vi e rr.nst all to 
the wars, and thy place shall be hon- 
ourable. I'll procure this fat rogue a 
charge of foot; and I know his death 
will be 2 march of twelve-s: tre. 13 The 
money shall be paid b zick aaain with 
advantage. Be with me betimes in the 
morning; and so. good morrcw. Peto. 

Pr.-y. Good morrow, good my lord. 

[_Exnntd\ 

“Twelve-score paces. 


NOTES AND QUESTIONS ON ACT ir 

1. With regard to Scene iii, may it be said that Percy is careless and 
impetuous with regard to momentous events, preparing for them far less 
far- f,ll-. than the prince and his friends prepare for the really well- 
plar.n»-d Cladshill robber;,'? If so, hovr does this anticipate later events? 

2. I . veene i justified? If so, in what terms; as necessary exposition? To 
pro; d' suspense Could it be omitted without loss: If so. why might we 
suppose .hakespeare to have included it? 

' r a.y/.e FalsrafPs speeches in Scene ii and notice the amount of 
ironr re wrsa! that is involved: e.g.,“m starve ere I'll rob a footfurther” — 
as if I al staff were slaving away at an honest occupation; “Hang ye. gor- 
belhed knaves, are ye undone? No, ye fat chuffs” — as if Falstaff himself 
w r-rr- it an as a rail, etc., etc. Shakespeare, of course, has Falstaff reverse his 
real role for humorous effect. But what does this constant reversal tell us 
about the nature of Falstaff s humor? Does it reflect a knowing or a naive 
atrirruh toward the world? Toward himself? Compare the constant re- 
•• er.als /. hich are the basis of a good deal of the wit in Lady If ir.de rmere’s 
[an, and the use to which Wilde puts them. 

4. In FalstafTs speech in Scene iv ( 11 . 176-77) what is the implication 
of the statement that “there live not three good men unhanged in Eng- 
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land”? What is the force of the expression “good men” here? What sort 
of “good men” are hanged? Is this another one of the many hints that 
Falstaff is constantly suggesting a “transvaluation of values”? 

5. Consider Falstaff’s speech in Scene iv ( 11 . 197-206). Notice the num- 
ber of ways in which each sentence may be read: e.g., he tells Poins, “but 
I would give a thousand pound I could run as fast as thou canst. You are 
straight enough in the shoulders, you care not who sees your back: call 
you that backing of your friends?” Primarily, of course, Falstaff is retort- 
ing to the charge that he ran away, by means of the child’s repartee of 
“You did it too.” He does not bother to deny that he ran away; be only 
wishes that he could run as fast as Poins can. Poins has a good enough back: 
he wouldn’t care whether anyone saw him run away. Poins cares only for 
the figure he cuts and for his own skin — such matters as loyalty to friends 
are beyond him. Perhaps his style of backing up his friends is to show them 
his back. But in expressing the wish that he could run away as fast as Poins, 
Falstaff by implication admits the charge that he has run away. 

In the same way', his statement, “I am a rogue, if I drunk today,” is 
primarily an emphatic way of asserting his thirst. But taken literally, it 
is a gross and obvious falsehood. Falstaff hardly intends to be taken 
literally, and when he is taken literally, he does not attempt to argue the 
point: “Ail's one for that,” he says. But the literal meaning is perfectly 
true: Falstaff is a rogue — though a very pleasant rogue. 

It is with precisely this same expression that Falstaff begins the account 
of his adventures at Gadshill: “I am a rogue, if I were not at half-sword 
with a dozen of them two hours together.” And the expression is used to 
introduce what, it must be obvious to any of his hearers, is another bare- 
faced lie. Falstaff would hardly attempt seriously to convince Hal that he 
and his three companions had actually fought with a “hundred.” Does 
not the subsequent piling up of the exaggeration surely point up the fact 
that Falstaff is making no real attempt to convince his hearers? 

What, then, does Falstaff intend ? To exaggerate in order to make a good 
story? To prove that he is really unruffled by events by showing that he 
is able to drink and lie as powerfully as ever? To tell a story that will be 
certain to draw contradictions from the prince and thus make the prince 
reveal what really happened to him and Poins? To brazen out his humilia- 
tion by turning the joke on himself — that is, by pretending to make a hero 
of himself, and yet, by so obviously exaggerating the heroism to absurdity 
that he shows he is perfectly aware of the total situation, and indeed re- 
mains the master of the situation? Or is Falstaff’s motive a combination of 
a number of these possibilities? Suppose Falstaff’s brazening out of the 
1 situations were done without his wit: how would the tone of Scene iv be 
changed? 

Falstaff has been charged with being a coward and has been vehemently 
defended against the charge, first by Maurice Morgann in the later eight- 
eenth century, and since that time by numerous critics on down to the 
present day. Actually the charge and the defense tend to miss the whole 
point. 
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If it is a little absurd to attempt to pro% - e in the face of the Gadshill scene 
that Falstaff is a valiant man. it is only a little less absurd to use the scene 
to prove Falstaff’s cowardice. Even a thief possessed of a good measure of 
personal valor will make good his escape if there is a good chance that 
standing his ground will increase the risk of his identification or capture. 
Even a rather brave thief, in Falstaff's position, might have run, for to be 
attacked themselves was the last thing that the successful thieves counted 
on. 

Falstaff is no braver than he should be. doubtless, but he is certainly not 
a fool. He knows that a bag of gold filched without too much risk is one 
thing, but that the same bag. if it involves the risk of hanging, is quite 
another. He knows, on the other hand, as he recovers his breath after making 
good his escape, that it is a likely tale to turn up with — this story that he 
had made good the robbery and then by strange coincidence was at once 
robbed himself. He hacks his sword and tickles his nose with spear grass to 
prepare supporting evidence for a story that — whatever its merits — will 
have a better chance than the other. But Falstaff knows how much that 
story w ill bear — he sizes up the situation quickly and expertly — and he is 
able to shift his ground rapidly enough to remain in command of the situa- 
tion at the end. For. when the prince in triumph asks, “What trick, what 
device, what starting-hole, canst thou now find out to hide thee from this 
open and apparent shame r” Falstaff is not even for a moment at a loss. 
His story about being brave by instinct is absurd, of course 1 he uses 
ir.stinrt as if it were a technical term, without moral significance, the use 
of which could remove his act from the realm of moral significance 1 ; but the 
“instinct’’ that prompts the story is not absurd at all. Falstaff is completely 
at home now. He never lacks a device. The gold is safe, after all. he now 
knows. First things first. The lads have the money; the joke has been a 
good joke; and Falstaff has capped the joke for them. “What, shall we be 
merry! shall we have a play extempore?’’ 

(\ How does the byplay between Percy and his wife ( Scene iii) balance 
the merriment of the tavern scenes? What does it tell the reader about the 
real attitude of these two people to each other? Does Percy love his wife? 

7. Prince Hal has been accused of snobbish cruelty in his treatment of 
Francis, the serving boy. Discuss the merits of this charge. Does the 
Francis scene have any real function in the play? Does the humor remind 
you in any way of that found in Plautus’s The Twin Menaech miY Does the 
prince’s speech suggest modern “double-talk” comedy? 

8. The speech which Falstaff as “king” makes to his errant son would 
be doubly amusing to an Elizabethan audience because it involves a clever 
parody of the style of John Lyly’s short fiction Euphues. the highly artificial 
and elaborate style of which had recently been the rage in England. For 
an audience unfamiliar with Euphues, the element of parody, of course, is 
lost; but how are the elaborate formality, the carefully contrived antith- 
eses, the references to “unnatural natural histon,” and the sententious 
treatment of the obvious, appropriate to a take-off on the fom-alitvof the 
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couit? Is the speech typical of FalstafF’ s humor in that it scoies points 
against the pretensions and hvpocnsies alwavs associated with a world 
which takes itself with too much seriousness ? What would be shown, then, 
b\ tho fact that Hal, when he is acting the pait of the king, concludes his 
speech in the same Euphuistic style? 

9 Notice, too, that the theme of the pnnee’s keeping bad compairv ap- 
peais as the theme of the “pla\ extempoie, ’ and that FalstafF, when he 
plays the lole of Hal, is still occupied with a defense of himself The defense 
is made in jest, i* is made foi the occasion lo what extent, howcvei, may 
it be taken as a senous defense? 

10 What does Shakespcaie gain, if an\ thing, bv having, at the height 
of the meuimcnt, a messenget from the couit bung the punce news that 
the tcbellion has bioken out? What do we learn about FalstafF from his 
leaction to the news' 1 W hat about Punce Hal, horn his reaction ? Is FalstafF 
senous when he asks Hal “ ait thou not honibh afiaid’ ? 

11 When the shenfF calls at the tavern seeking FalstafF, FalstafF s fate 
rests in the prince’s hands Mi Dovet W llson, in a recent book, aigues that 
FalstafF’s speech (11 633-5^) is “a magnificent displav of stoutness of 
heait which looks Death straight in the eyes without blinking or turning 
aside ” But does FalstafF leally hate anv doubt as to what the prince will 
do? 

12 FalstafF and his companions, as we hate seen, have most of the act 
The relatively short Scene 111 seems intended, on the surface, to do little 
moie than remind us of the political activities which aie shoith to become 
moie important in the plav We see a fuithei contiast between Hal and 
Hotspui, and we see a fuithei step taken in one ‘ plot” while the othei 
“plot” is almost completed 

Peihaps, howevei, Shakespene is doing a little more than meielv, as it 
weie, icseiving a futuie place foi Hotspui “ks Hotspui leads the lettei, fot 
instance, we see, in the lelationship among the conspuatois,ccituin parallels 
to the relationship among the hold-up men Ihe lcttci-wntci sa-ys, foi 
instance, that Hotspur’s plot is “too light” to meet “so gieat an opposi- 
tion”, when Peto had asked, “How mam be theie of them? ’ and Gadshill 
had answeied “home eight or ten,” FalstafF had leplicd, ‘ Younds, will 
the\ not 10b us?” (Sc 11, Si) That is, both gieat and small plots tend, 
liomcillv, to evoke the same thoughts and attitudes 

The companson goes a step further just after the passage quoted above, 
Hotspui calls the writer “cowaidly hind” and “fiostv-spmted logue”, 
and just aftei FalstafF expresses his feai, Hal taunts him with being a 
covvaid Then, with some shift of characteis, the paiallel becomes moie 
* complex When he fust enteis aftei the lobbeiv, FalstafF introduces a new 
refiain, “A plague on all cowards'” (he savs it four times), addicssing his 
woids to the men he thought had not paiticipated in the hold-up — Hal and 
Poms (here t)u\ ate compaiable to the wntei of the lettei to Hotspui) 
And a gieat deal more is said about cowardice Does Shakespeaie not ap- 
pear, then, to be carrying on the theme of cowardice which runs thiough 



MORE MATURE TYPES 


348 

all the rest of the act and which, as we have seen (see question 5 above), is 
a very complex one ? Not only is cowardice not easy to define, but, ironically, 
the same charges are called foith by both comic and seiious plots. 

Hotspur’s next sentence appears to provide a still more marked continua- 
tion of a theme that runs through the first two acts: his friends, he says, 
are "true and constant . . . good friends . . . very good friends, ’’and the 
writer of the letter is “an infidel." It is difficult not to believe that Shake- 
speare is here picking up a concept which was first introduced in Act I, as 
we saw, when Falscaff said that the “ true prince” might become a “false 
thief” 'see Act I, question 7). If these words were used only in these two 
places, we would have to be most hesitant about trying to find a connec- 
tion between them, but the fact is that there is a sort of true-false chorus 
running all through Act II. In Scene i the Chamberlain says to Gadshill, 
“1 know thou worshippest Saint Nicholas as truly as a man of falsehood 
may” ill. 79-S2); Gadshill says. “. . . I am a true man,” and the Chamber- 
lain replies. . . rather . . . you are a false thief” ( 11 . 1 19-21). In Scene ii 
Falstaff says it might be a good thing to become a “true man,” especially 
when “thieves cannot be true to one another!” ( 11 . 29. 36). After the first 
robbery, Hal comments to Poins that the “thieves have bound the true 
men” (Sc. ii, 120). Then comes the Hotspur scene which we have already 
quoted. Next we see Hal informing Falstaff what had actually happened 
at the robbery — and what phrase does Falstaff keep repeating in his fol- 
lowing speech? “The true prince” — three times, an epithet true in one 
sense and, in another, ironic. Hal playfully echoes the phrase a little 
later (Sc. iv, 3957, and then Bardolph, referring to the blood that came from 
their “tickled” noses, says Falstaff would have them “swear it was the 
blood of true men” ( 1 . 40S). In the mock-trial scene Falstaff avers that the 
complaints against him are false and refers to himself as “true Jack Fal- 
staff” ( 11 . 583 and 626). Finallj', when, a moment later, the sheriff arrives, 
Falstaff exhorts Hal, “. . . never call a true piece of gold a counterfeit” 
( 11 . 648-49); but he laughs at himself when Hal, about to admit the 
sheriff and his men, says, “Now . . . for a true face . . .” ( 1 . 661). 

In some of these passages the words true and false are clearly meant in a 
literal sense; elsewhere they are ironic. But whatever the tone, the very 
frequency of use — which the actors probably called attention to by their 
reading of the lines — suggests that the words occur by design rather than 
by accident. What might be the design ? 

May it not be a reminder, perhaps, of the complexities one runs into 
when one sets out to define true and false (like the difficulties presented by 
the word coward )? What is truth? if Falstaff’s fellow-hold-up men do not \ 
observe their commitments to him, they are in one sense not true; if Hot- 
spur’s party do not stick to him, they are not true. But if the associates are 
not true to Falstaff and Hotspur respectively, are they not, in another 
sense, the more true to the king? It may be just to suggest that here we 
have a relativistic view of what is true and false; if that is so, it immediately 
leads us to ask the question, “Is Shakespeare, in presenting the complexi- 
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ties of truth, going to be content to say that it is relative, or, in the political 
world about which he writes here, will he present, finally, an absolute 
truth lhe answer, ol couise, we must find in the rest of the plav, and, it 
is clear, we must find it in the conduct of Hal In what way will he be 
tnw' Oi will he be true in several ways at once? 

1 - ; Notice the speech in Scene iv in which Hal makes fun of Hotspui 
(11 136-46) In one sense the ridicule might be interpreted as what we 
now call a “defense mechanism ” Is there, on the other hand, ail} thing 
valid m the ndicule? Does Hal hit off any Hotspur foibles with skill? Note 
the relationship of this speech to the contents of Scene in May Hal’s 
speech, “Give my roan hoise a drench” be taken as an echo of Hotspui’s 
“That loan shall be my throne”? (11 143 44 and 111, 83) 

14 We have already seen Falstaff making a pun on httr appaunt (see 
Act I, question 4) Note that Falstaff keeps using this phrase throughout 
Act II Find the passages in question Note that, although at all these 
places the words might be used literallv, they could also be read in an 
ironic sense A skilled actoi could give them very effective emphasis W hat 
would be suggested by such emphasis? 


ACT III 

[Scene I — Bangor The Archdeacon’s 
house ] 

[Enter Hotspur, Worcester, Mortimer, 
and Glen dower ] 

\Iort These promises are fair, the 
parties sure, 

And our induction full of prosperous 
hope 

Hot Lord Mortimer, and cousin 
Glendow er, 

Will you sit down? + 

And uncle Worcester a plague upon it 1 
I hat e forgot the map 

Gk nd No, here it is 

Sit, cousin Percy, sit, good cousin Hot- 
spur, 

For by that name as oft as Lancaster 
Doth speak of you, his cheek looks pale 
and with 

A rising sigh he wisheth you in heaven 

Hot And you in hell as often as he 
hears 11 

Owen Glendower spoke of 

GLnd I cannot blame him at my 
n itivity 

The front of heaven was full of fiery 
shanes. 


Of burning cressets ', and at my birth 
The frame and huge foundation of the 
earth 16 

Shaked like a coward 

Hot W hy, so it would hate done at 
the same season, if your mother’s cat 
hid but kittened, though t ourself had 
never been born 

Glend 1 say the earth did shake w hen 
I was born 2 2 

Hot And I siy the eirth w is not of 
my mind, 

If you suppose as fciring tou it shook 
Glend 1 he heat ens w ere ill on hre, 
the earth did tremble 25 

Hot O, then the tilth shook to see 
the heat tns on hre, 

And not in fear of y our n itit itv 
Diseased nature oftentimes breaks forth 
In strange eruptions, oft the teeming 
earth 

Is w ith a kind of colic pinch’d and t c\’d 
By the imprisoning of unruly wind 31 
Within her womb, which, for enlarge- 
ment striving, 

Shakes the old beldam 2 earth and top- 
ples down 

Steeples and moss-grown towers At 
your birth 

1 Lamps on poles 2 Grandmother 
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Our grandam earth, having this distem- 
perature, 35 

In passion shook. 

Child.: Cousin, of many men 

I do not bear these crossings. Give me 
leave 

To tell you once again that at my birth 
The front of heaven was full of fiery 
shapes, 

The goats ran from the mountains, and 
the herds 40 

Were strangely clamorous to the frighted 
fields. 

These signs have mark’d me extraordi- 
nary; 

And all the courses of my life do show 
I am not in the roll of common men. 
Where is he living, clipp’d in with the 
sea 4S 

That chides the banks of England, Scot- 
land, Wales, 

Which calls me pupil, or hath read to 
me? 

And bring him out that is but woman’s 
son 

Can trace me in the tedious ways of art 
And hold me pace in deep experiments. 

Hot.: I think there’s no man speaks 
better Welsh. 51 

I’ll to dinner. 

Mart.: Peace, cousin Percy; you will 
make him mad. 

Glend.: I can call spirits from the 
vasty deep. 

Ilot.: Why, so can I, or so can any 
man; 55 

But will they come when you do call for 
them ? 

Glend.: Why, I can teach you, cousin, 
to command 
The devil. 

Hot.: And I can teach thee, coz, to 
shame the devil 

By telling truth: tell truth and shame 
the devil. 60 

If thou have power to raise him, bring 
him hither, 

And I’ll be sworn I have power to shame 
him hence. 

O, while you live, tell truth and shame 
the devil! 


Mart.: Come, come, no more of this 
unprofitable chat. 

Glend.: Three times hath Ilenry Bol- 
ingbroke made head 65 

Against my power; thrice from the banks 
of Wye 

And sandv-bottom’d Severn have I sent 
him 

Bootless 3 home and weather-beaten 
back. 

Hot.: Home without boots, and in 
foul weather too! 

How ’scapes he agues, in the devil’s 
name? 70 

Glend.: Come, here’s the map: shall 
we divide our right 

According to our threefold order ta’en? 

Mort.: The archdeacon hath divided it 
Into three limits very equally: 

England, from Trent and Severn 
hitherto, 75 

By south and east is to my part as- 
sign’d: 

All westward, Wales beyond the Severn 
shore, 

And all the fertile land within that 
bound, 

To Owen Glendower: and, dear coz, to 
you 

The remnant northward, lying off" from 
Trent. 80 

And our indentures tripartite are drawn; 
Which being sealed interchangeably, 

A business that this night may execute, 
To-morrow, cousin Percy, you and I 
And my good Lord of Worcester will set 
forth 85 

To meet your father and the Scottish 
power, 

As is appointed us, at Shrewsbury. 

My father Glendower is not ready yet, 
Nor shall we need his help these fourteen 
days. 

Within that space you may have drawn' 
together 9 ° 

Your tenants, friends and neighbouring 
gentlemen. 

Glend.: A shorter time shall send me 
to you, lords: 


3 Without profit. 
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And in my conduct shall your ladies 
come, 

From whom you now must steal and 
take no lea\e, 

For there will be a world of water shed 
Upon the parting of your wives and 
you 96 

Hut Methmhs my moiety, north 
from Burton here, 

In quantity equals not one of yours 
See how this river comes me cranking 4 
in, 

And cuts me from the best of all my land 
A huge half-moon, a monstrous cantle " 
out ioi 

I’ll have the current m this place 
damm’d up, 

And here the smug and silver Trent 
shall run 

In a new channel, fair and evenly. 

It shall not wind with such a deep in- 
dent, 105 

To rob me of so rich a bottom here. 
Glend Not wind? it shall, it must; 

you see it doth. 

Mort Yea, but 

Mark how be bears his course, and runs 
me up 

With like advantage on the other side, 
Gelding the opposed continent as much 
As on the other side it takes from y ou 
War Yea, but a little ch irge will 
trench him here 113 

And on this north side win this cape of 
land. 

And then he runs straight and even 
Hot I’ll have it so a little charge 
will do it 1 16 

Glend I’ll not have it alter’d 
Hot Will not 

you? 

Glend No, nor you shall not 
Hot Who shall 

say me nay? 

1 Glend Why, that will I 

Hot Let me not understand you, 
then, speak it m Welsh 120 

Glend I can speak English, lord, as 
well as you, 


For I was train’d up in the English 
court, 

W here, being but young, I framed to 
the harp 

Many as English ditty lovely well 
And gav e the tongue a helpful ornament, 

A v irtuc that was never seen in you 126 

//< t Marry, 

And I am glad of it with all my heart: 

I had rather be a kitten and cry mew 
Than one of these same metre ballad- 
mongers, 130 

I had rather hear a brazen canstick 6 
turn’d, 

Or a drv wheel grate on the axle-tree, 

And that would set my teeth nothing 
on edge, 

Nothing so much as mincing poetry: 

’Tis like the forced gait of a shuffling 

nag 13s 

Glend Come, you shall have Trent 
turn’d 

Hot. I do not care I’ll give thrice so 
much land 

To any well-deserving friend, 

But in the way of bargun, mark ye me, K 
I’ll cavil on the ninth pait of a hair 140 y" 
Are the indentures diawn 5 shall we be , 
gone? 

Glend The moon shines fair, you 
may away by night - 
I’ll haste the writer and withal 
Break with your vv iv es of > our departure 
hence 14+ 

I am afrud my daughter w ill run mad. 

So much she doteth on her Mortimer 

lEut ] 

Mort Fie, cousin Percy 1 how you 
cross my father I 

Hot I cannot choose sometime he 
angers me 

With telling me of the moldwarp 7 and 
the ant, 

Of the dreamer Merlin and his prophe- 
cies, 1 50 

And of a dragon and a Unless fish, 

A chp-wing’d griffin and a moulten 
raven, 

8 A brazen candlestick turned on the lathe. 

7 Mole 


4 Winding 5 Corner-piece. 
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A couching lion and a ramping cat, 

And such a deal of skimble-skamble 8 
stuff 

As puts me from my faith I tell you 
what 155 

He held me last night at least nine hours 
In reckoning up the several devils’ 
n imes 

That aaere his lackeys I cried “hum,” 
and ‘well, go to,” 

But mark’d him not a word O, he is as 
tedious 

As a tired horse, a ratling wife, 160 
Worse than a smokv house I had 
rather In e 

With cheese and garlic in a windmill, 
far, 

Than feed on cates and have him talk 
to me 

In anv summer-house m Christendom 
Mart In faith, he is a worthy gentle- 
man, 165 

Exceedingly well read, and profited 
In strange concealments, valiant as a 
lion 

And wondrous affable and as bountiful 
As mines of India Shall I tell you, 
cousin 

He holds your temper in a high respect 
And curbs himself even of his natural 
scope 171 

When vou come ’cross his humour, faith, 
he does 

I warrant you, that man is not alive 
Might so have tempted him as you have 
done, 174 

Without the taste of danger and reproof 
But do not use it oft, let me entreat you 
// or In f nth, my lord, you are too 
wilful-blame J , 

And since vour coming hither have done 
enough 

To put him quite beside his patience 
You must needs learn, lord, to amend 
this fault 180 

Though sometimes it show greatness, 
tour ige, blood, — 

And th it’s the dearest grace it renders 
you, — 

8 Mixed-up 5 Blameworthy in your ob- 
stinacy 


Yet oftentimes it doth present harsh 
rage, 

Defect of manners, want of government, 
Pride, haughtiness, opinion and disdain 
The least of which haunting 1 nobleman 
Loseth men’s he irts and leav es behind a 
stain 187 

Upon the beauty of all p irts besides, 
Beguiling them of commendation 10 
Hot Well, I am school’d good man- 
ners be your speed 1 190 

Here come our wives, and let us take 
our leave 

[Re-enter Glendower r vith tlu ladies J 
Mori This is the deadly spite that 
angers me, 

My wife can speak no English, I no 
Welsh 

Glend My daughter weeps she will 
not part with you, 

She’ll be a soldier too, she’ll to the wars 
Mart Good father, tell her that she 
and my aunt Percy 196 

Shall follow in your conduct speedily 
[Glendower speaks to her m Welsh, andshe 
answers him in the same ] 
Glend She is desperate here, a peev- 
ish self-will’d harlotry, 11 one that no 
persuasion can do good upon [The lady 
speaks m Welsh ] 201 

Mort I understand thy looks that 
pretty Welsh 

Which thou pour’st down from these 
swelling heavens 

I am too perfect in, and, but for shame, 
In such a parley should I answer thee 
[The lady speaks again m JFelrh ] 

I understand thy kisses md thou mine, 
And that’s a feeling disput ltion 207 
But I will never be a truant, love, 

Till I have learn’d thy language, for thy 
tongue 

Makes Welsh as sweet as ditties highly 
penn’d, 210 

Sung by a fair queen in a summer’s 
bower, 

With ravishing division, to her lute 
Glend Nay, if you melt, then will 

10 Cheating them of the approval they 
would like to t i\c 11 Hussy, baggage 
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she run mad [The lady speaks again 
in Welsh ] 

Mutt 0,1 im ignorance itself in this I 
Glend She bids you on the wanton 12 
rushes 1 ly you down 215 

And rest your gentle head upon her lap, 
And she will sing the song that pleaseth 
you 

And on your eyelids crown the god of 
sleep. 

Charming your blood with pleasing 
heaviness, 

Making such difference ’twixt wake and 
sleep 220 

As is the difference betwixt day and 
night 

The hour befoie the heavenly-harness’d 
team 

Begins his golden progress in the east 
Mart With all my heart I’ll sit and 
hear her sing 

By that time will our book, I think, be 
drawn 225 

Glend Do so, 

And those musicians that shall play to 
you 

Hang m the air a thousand leagues from 
hence, 

And straight they shall be here sit, and 
attend 

Hot Come, Kate, thou art perfect m 
lying down come, quick, quick, that I 
may lay my head m thy lap 232 

Lady P Go, ye giddy goose \_ 1 he 
music plays 3 

Hot Now I perceive the dev ll under- 
stands Welsh, 

\nd ’tis no m in cl he is so humorous 13 
By’r lady, he is a good musician 237 
Lady P * hen should vou be nothing 
but musical, for you are altogether gov- 
erned by humours Lie still, ye thief, and 
hear the lady sing in Welsh 241 

Hot I had rather hear Lady, my 
brach, 11 howl in Irish 

Lady P Wouldst thou have thy head 
broken ? 245 

Hot No 

’* Luvunous 13 Whimsical, capricious. 
11 Bitch, named Lady 


Lady P Then be still 
Hot Neither, ’tis a woman’s fault 
Lady P Now God help thee 1 What’s 
that? 

Hot Peace' she sings \_Here the lady 
sings a IP elsh song ] 252 

Hot Come, Kate, I’ll have your song 
too 

Lady P Not mine, ir> good sooth 
Hot Not yours, in good sooth ' Heart' 
you sweir like a comht-maker’s la wife 
“Not you, in good sooth,” and “as true 
as I liv e,” and “ as God shall mend me,” 
and “as sure as day ” 260 

And gi\ est such sarcenet surety 16 for 
thy oaths, 

As if thou never walk’st further th in 
Tinsbury 

Sw ear me, Kate, like a lady as thou art, 
A good mouth-filling oath, and leave 
in sooth,” 

And such protest of pepper-gingerbread, 
To velvet-guards and Sunday-citizens 
Come, sing 267 

Lady P I will not sing 
Hot ’ I is the next way to turn tailor, 
or be red-breast teacher r An the in- 
dentures be drawn, I’ll away within 
these two hours, and so, come in when 
ye will [£vjr] 273 

Glend Come, come, Lord Mortimer, 
you ire as slow 

As hot Lord Percy is on hre to go 
By this our book is drawn, we’ll but seal, 
and then to horse immediately 277 
Mart With all my heart \_Exeunt ] 

£Scene II — London 1 he palace] 

\_Emer the King, Prince < f ll ales, and 
others ] 

King Lords, give us leav e, the Prince 
of Wales and I 

Must have some private conference but 
be near at hand, 

For we shall presently have need of vou 
[_Exeuni Lords ] 
I know not whether God will have it so, 

u Confectioner’s J “ Feeble surety — sar- 
cenet was a light silk cloth 17 Tailors were 
noted for singing at their work 
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For so tic displeasing sen ice I have 
done 5 

Tint, in his secret doom, out of my 
blood 

He’ll breed revengement and a scourge 
for me, 

But tho i dost in thy passages of life 
Mike me belies e that thou art only 
mark’d 

For the hot vengeance and the rod of 
henen io 

To punish my mistreadings Tell me else. 
Could such inordinate and loss desires, 
Such i oor such bare, such lewd, such 
mean attempts, 

Such b irien pleisures, rude society, 

As thou irt match’d with il md grafted 
te i 3 

Accomp inv the greatness of tin blood 
And hold their level with tin princely 
he irt 

Pnu So please your majesty, I 
would I could 

Quit all offences with as clear excuse 
As well is I am doubtless I can purge 
M\ self of mint I am charged withal 
A et such extenuation let me beg, 23 
As, in reproof of m inv t lies dev lsed, 

W hieh oft the ear of greatness needs 
must he ir, 

By smiling pick-thanks 1 and base news- 
mongers, 2 3 

I nnv for some things true, w herein my 
youth 

H ith f iult\ wander’d and irregular, 
Tind p udon on m> true submission 

A i God p irdon theel jet let me 
wonder, H irrv , 

At tin (flections, which do hold a wing 
Quite fro u the flight of all thy ancestors 
Uiy place in council thou hast rudely 
lost, 32 

Which bj thy younger brother is sup- 
plied, 

And irt almost an alien to the hearts 
Of a'l the court and princes of my blood 
1 he hope and expectation of thy time 
Is iuin d and the soul of every man 
Piopheticdlly doth forethuik thy fall 

1 Tattling sycophants 


Had I so livish of my presence been, 

So common hiekney’d in the eyes of 
men, +c 

So stale md chc ip to v ulgar company, 
Opinion, that did help me to the crown, 
Had still kept loj il to possession 
And left me in reputeless b lnishment, 
A fellow of no m irk nor likelihood 45 
By being seldom seen, I could not stir 
But like a comet I w is wonder’d at, 
That men would tell their children “This 
is he”, 

Others would say ‘ Yv here, which is 
Bolmgbroke ” 

And then I stole all courtesy from 
heaven, 50 

And d’ess’d mvself in such humility 
That I did plu^k allegiance from men’s 
hearts. 

Loud shouts and salutations from their 
mouths, 

Even in the presence of the crowned 
king 

Thus did I keep my person fresh and 
new , 55 

My presence, like a robe pontifical, 
Ne’er seen but wonder’d at and so my 
state, 

Seldom but sumptuous, showed like a 
feast 

And wan ” by rareness such solemnity 
The skipping king, he ambled up and 
down 60 

With shallow jesters and rash bavin’ 
vv its, 

Soon kindled and soon burnt, carded 4 
his state, 

Mingled his royalty with capering fools, 
Had his greit name profaned with their 
scorns 

And gave his countenance, against his 
name, 65 

To laugh at gibing boys and stand the 
push 

Of every beardless vain comparative, 
Grew a companion to the common 
streets, 

"Won 3 Brush wood figgots wits as 
easily lighted mil is soon burnt out as kin- 
dling wood DU std to card was to 
adulterate bv nnx in. 



SHAKESPEARE, HENRY IV, PART ONE 355 


Enfeoff’d himself to popul inty, 

Th it, being daily swallow'd by men’s 
e\ cs, 70 

They ‘-urfeited with honey and began 
1 o loathe the taste of sw eetness, w hereof 
a little 

More than a little is by much too much. 
So w lien he h id occ ision to be seen, 

He was but as the cuckoo is in June, 
He ud, not regarded, seen, but with such 
ev cs 76 

As, sick and blunted with community , J 
Afford no c\traoidinarv gaze, 

Such is is bent on sun-like majesty 
\\ hen it shines seldom in admiring eyes, 
But rather drowsed and hung then eye- 
lids down, Si 

Slept in his face and render’d such aspect 
\s cloudv r men use to their adversaries, 
Being with his presence glutted, gorged 
and full 

And in that very line, Harry, standest 
thou, 85 

For thou hast lost thy princely privilege 
With vile participation not an eye 
But is a-vveary of thy common sight, 
Save mine, which hath desired to see 
thee more, 

Which now doth that I would not have 
it do, 90 

Make blind itself with foolish tender- 
ness 

Prince I shall hereafter, my thnee 
gr icious lord, 

Be moie myself 

Ku g For all the world 

As thou art to this hour was Richard 
then 

When I from France set foot at Ravens- 
purgh, 95 

And ev en as I was then is Percy now. 
Now, by my sceptre and my soul to boot, 
He hath more worthy interest to the 
state 

Than thou the shadow of succession, 
For of no right, 7 nor colour like to right, 
He doth fill fields with harness in the 
re dm, ioi 

J Familiarity 8 Sullen 7 For though with- 
out anj legal right 


Turns head against the lion’s aimed 
jaws. 

And, being no more in debt to years 
than thou. 

Leads ancient lords and reverend bish- 
ops on 

To blood} battles and to bruising arms. 
What never-dving honour hith he got 
Against lenowned Douglas 1 whose high 
deeds, 107 

hose hot incursions and great name 111 
arms 

Holds from all soldiers chief majority 8 
And military title capital no 

1 hrough all the kingdoms that acknowl- 
(dge Christ 

Thrice hath this Hotspur, Mars m 
sw adding clothes, 

T his infant vv irnor, in his enterpnzes 
Discomfited great Douglas, ta’en him 
once, 

Enlarged him and made a friend of him, 
1 o fill the mouth of deep defiance up 
And shake the peace and safety of our 
throne 117 

And vv hat sav you to this ? Percv , N orth- 
umberland, 

The Archbishop’s giace of A ork, Doug- 
las, Mortimer, 

Capitulate against us a and are up i_o 
But wherefore do I tell these news to 
thee ? 

Why, Harry, do I tell thee of my foes, 
Which art my near’st and dearest 
enemy' 

Thou that art like enough, through 
vassal fear, 12+ 

Base inclination and the start of spleen. 
To fight against me under Ptrcy’s pay. 
To dog his heels and curtsy at his frowns, 
To show how much thou art degenerate 
Prince Do not think so, you shall not 
find it so - 

And God forgive them that so much 
have sway’d 130 

Your maiesty’s good thoughts away 
from me 1 

I will redeem all this on Percy’s head 

8 Preeminence s Draw up their grievances 
against us 
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And in . - osing of some glorious day 
Be bold to tell you that I am your son; 
When I will wear a garment all of blood 
And stain my favours 10 in a bloody 
mask, 136 

Which, wash’d away, shall scour my 
shame with it; 

And that shall be the day, whene’er it 
lights. 

That this same child of honour and re- 
nown, 

This gallant Hotspur, this all-praised 
knight, 140 

And j’our unthought-of Harry chance to 
meet. 

For ee ery honour sitting on his helm, 
Would they were multitudes, and on my 
head 

My shames redoubled! for the time will 
come 

That I shall make this northern youth 
exchange 14J 

His glorious deeds for my indignities. 
Percy is but my factor, 11 good my lord. 
To engross up glorious deeds on my be- 
half; 

And I will call him to so strict account, 
That he shall render every glory up, 
Yea, even the slightest worship of his 
time, 151 

Or I will tear the reckoning from his heart. 
This, in the name of God, I promise here: 
The which if He be pleased I shall per- 
form, 

I do beseech your majesty may salve 
The long-grown wounds of my intem- 
perance: 156 

If not, the end of life cancels all bands; 
And I will die a hundred thousand 
deaths 

Ere break thesmallest parcel of this vow. 

King: A hundred thousand rebels die 
in this: 160 

Thou shnlt have charge and sovereign 
trust herein. [Enter Blunt.~\ 

How now, good Blunt? thy looks are full 
of speed. 

Blunt: So hath the business that I 
come to speak of. 

10 Features. 11 Agent. 


Lord Mortimer of Scotland hath sent 
word 

That Douglas and the English rebels met 
The eleventh of this month at Shrews- 
bury: 166 

A mighty and a fearful head they are, 

If promises be kept on every hand, 

As ever offer’d foul play in a state. 

King: The Earl of Westmoreland set 
forth to-day; 170 

With him my son, Lord John of Lan- 
caster; 

For this advertisement is five days old. 
On Wednesday next, Harry, you shall 
set forward; 

On Thursday we ourselves will march: 
our meeting 

Is Bridgenorth: and, Harry, you shall 
march 175 

Through Gloucestershire; by which ac- 
count, 

Our business valued, some twelve days 
hence 

Our general forces at Bridgenorth shall 
meet. 

Our hands are full of business: let’s 

away; 179 

Advantage feeds him fat, while men de- 
lay. [Exeunt.] 

£Scene III — Eastcheap. The Boar’s- 
Head Tavern.] 

[Enter Falstaff and Bardolph . ] 

Fa/.: Bardolph, am I not fallen away 
vilely since this last action? do I nor 
bate? do I not dwindle? Why, my skin 
hangs about me like an old lady’s loose 
gown; I am withered like an old apple- 
john. 1 Well, I’ll repent, and that sud- 
denly, while I am in some liking; I shall 
be out of heart shortly, and then I shall 
have no strength to repent. An I have 
not forgotten what the inside of a church ' 
is made of, I am a peppercorn, a brew- 
er’s horse: the inside of a church! Com- 
pany, villainous company, hath been the 
spoil of me. 14 

'A kind of apple, the skin of which 
shrivels in ktepine. 
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Bard : Sir John, you are so fretful, 
you cannot live long 

ral W hy, there is it come sing me a 
song, make me merry I was as virtu- 
ously given as a gentleman need to be, 
v irtuous enough, swore little, diced not 
above seven times a week, paid money 
that I borrowed, three or four times, 
lived well and in good compass and 
now I live out of all order, out of all 
compass 25 

Baid \\ hy, you are so fat, Sir John, 
that you must needs be out of all com- 
pass, out of all reasonable compass, Sir 
John 29 

1 al Do thou amend thv f ice, and 

I’ll amend my life thou art our idnnral, 
thou bearest the lantern in the poop, but 
’tis in the nose of thee, thou art the 
Knight of the Burning Lamp S4 

Baid Vi hy, Sir John, my fact does 
you no harm 

Tal t No, I’ll be sworn, I make as 
good use of it as many a man doth of a 
Death’s-head or a memento mori I 
ne\ er see thy face but I think upon hell- 
fire and Dives that lived in purple, 
for there he is in Ins robes, burning, 
burning If thou wert any way given to 
virtue, I would swear by thy face, mv 
oath should be “ By this fire, that’s God’s 
angel” but thou art altogether given 
over, and wert indeed, but for the light 
in thy face, the son of utter darkness 
When thou rannest up Gidshill in the 
il'ght to catch my horse, if I did not 
think thou hadst been an ignis fatuus or 
a ball of wildfire, there’s no purchase in 
money O, thou art a perpetu il triumph, 
an everlasting bonfire-light' Thou hast 
saved me a thousand marks in links and 
torches, walking with thee in the night 
betwixt tavern and tavern but the sack 
that thou hast drunk me would have 
bought me lights as good cheap at the 
dearest chandler’s in Europe I have 
maintained that salamander of yours 
with fire any time this two and thirty 
years, God rewaid me for it. 63 

2 Admiral’s ship, flagship 


Bard ’Sblood, I would „ "gee were 
in your belly' 

1 al God-a-mercy' so should I be 
sure to be heart-burned \_Enti r Hostess . ] 
How now, Dame Partlet the hen ' have 
you inquired yet who picked mv pocket? 

Host Why, Sir John, what do you 
think. Sir John? do you think I keep 
thieves in my house? I have searched, I 
h iv e inquired, so has mv husband, man 
by man, boy by boy, serv ant by sen ant 
the tithe of a hair was never lost in my 
house before yC 

I al Ye lie, hostess Bardolph was 

shaved and lost many a hair, and I’ll be 
swoin my pocket was picked Go to, 
you are a woman, go So 

II t Vi ho, I ? no, I defy thee God’s 
light, I w as nev er called so in mine own 
house before 

1 al Go to. I know \ 011 w ell enough. 

lie si No, Sir John, you do not know 
me, Sir John I know you, Sir John vou 
owe me money, Sir John, and now you 
pick a quarrel to beguile me of it I 
bought you a doaen of shirts to your 
back 90 

ral Dowlas, 1 filthy dowlas I have 
given them away to bakers’ wives, and 
they hav e made bolters of them 

Host : Now, as I am a true woman, 
holland 1 of eight shillings an ell You 
owe money here besides. Sir John, for 
your diet and by-dnnkings, ind money 
lent you, four and twenty pound 98 

I al He had his part of it, let him 
pay 

Host He? alas, he is poor, he hath 
nothing 

1 a* How' poor ; look upon his face; 
what call you rich? let them coin his 
nose, let them com his cheeks I’ll not 
pay a denier What, will you make a 
younker J of me' shall I not take mine 
ease in mine inn but I shall have my 
pocket picked? I have lost a seal-ring of 
my grandfather’s worth forty mark 1 10 

Host O Jesu, I have heard the prince 

2 A kind of coarse linen 4 Finely woven 
lawn ‘ A greenhorn, a “sucker ” 
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tell him. I know not how oft, that tint 
rins; was copper 1 

Tdl I low * the prince is a J lck, a 
sneak-cup ’sblood, an he were here, I 
would cudgel him like a dog, if he 
would sat so [_Enttr Ju Pm ct and Ptto, 
marchi i 0 , ai d I al staff nu , h tin m pla\ mg 
an m ti 1 cht )i like a Jiu ] How now, 
lad 1 is the w ind in th it door, i’ faith 5 
must wc illmirch 5 121 

Baid \ ta, two and two, Newgite 
fashion 

II t M\ lord, I pray \ou, hear me 
Pi 1 c W hat say est thou, Mistress 
Quickly f How doth thv husband' I lose 
him well, he is an honest mm 127 
II ‘ Good my lord, hear me 
I a Prithee, let her alone, and list to 
me 130 

Prii ct W hat say est thou, Jack 5 
Pal The other night I fell islcep here 
behind the arras and had mv pocket 
picked this house is turned bawdy- 
house, they pick pockets 135 

Pruct W'hat didst thou lose. Jack 5 

I al Wilt thou believe me, Hal 5 

three or four bonds of forty pound 
a-piece, and a seal-ring of my grand- 
father’s 140 

Pm ct \ trifle, some eight-penny 
matter 

Hr tt So I told him, my lord, and I 
said I he ird your grace say so and, my 
lord, he speaks most a llely of vmu, like a 
foul-mouthed man as he is, and said he 
would cudgel you 147 

Pn Ct What' he did not 5 

II r I here’s neither faith, truth, 

nor worn inhood in me else 150 

I al 1 here’s no more faith in thee 
than in a stewed prune, nor no more 
truth m thee than in a drawn fox 7 , and 
for womanhood, Maid Marian may be 
the deputy’s wife of the ward to thee 
Go, you thing, go 156 

77 V it Siy, what thing 5 what thing 5 
Pal What thing* why, a thing to 
thank God on 159 

6 Like criminals conveyed to Newgate 
prison 7 A fox drawn from his hole, trying to 
throw the dogs off his trail. 


Up t I am no thing to thank God on, 

I would thou shouidst know it, I am an 
honest man’s wile ind, etting thy 
knighthood aside, thou irt a kni\c to 
c ill me so i6.| 

7 al Setting thy worn inhood aside, 
thou art .1 beast to say othcrw lse 

Hail Say, what beast, thou kna\e, 
thou 5 

Pal What beast* why, an otter 
Pruct An otter, Sir John* why an 
otter 5 i7t 

7 'a/ W hy , she’s neither hsh nor flesh; 
a in in knows not whe c to h ue her 
Host Thou art an unjust man m say- 
ing so thou or any man know s where to 
have me, thou knave, thou* 176 

Pnice Thou sayest true, hostess; 
and he slanders thee most grossly. 

77 1 st So he doth you, mv lord, and 
said this other day you ought 8 him a 
thousand pound 181 

Prince Sirrah, do I owe you a thou- 
sand pound 5 

Pal A thousand pound, Hal* a mil- 
lion thv lose is worth a million, thou 
ow est me thv love 186 

Host Nay r , my lord, he called you 
Jack, and said he would cudgel you. 

Pal Did I, Bardolph 5 
Bard Indeed, Sir John, you said so. 
Tal A ea, if he said mv ring was 
copper 192 

Prince I say ’tis copper darest thou 
be as good as thy word now ' 

Pal W hv, Hal, thou know est, as thou 
art but man, I d ire but is thou art 
prince, I feai thee as I fc lr the roaring 
of the lion’s whelp 19S 

Prince And why not as the lion 5 
Pal The king himself is to be feared 
as the lion dost thou think I’ll fear thee 
as I fear thy father 5 nav, an I do, I pray 
God my girdle break 203 ' 

Prince O, if it should, how would thy 
guts fall about thy knees* But, sirrah, 
there’s no room for f 11th, truth, nor 
honesty in this bosom of thme, it is filled 
up with guts and miduff Charge an 

8 Owed 
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honest woman with picking thy pocket! 
why, thou impudent, embossed 9 rascal, 
if there were anything in thy pocket but 
tavern-reckonings, and one poor penny- 
worth of sugar-candy to make thee 
long-winded, if thy pocket were en- 
riched with any other injuries but these, 
I am a villain: and yet you will stand to 
it; you will not pocket up wrong: art 
thou not ashamed? 21S 

Fal.: Dost thou hear, Hal? thou 
knowest in the state of innocency Adam 
fell; and what should poor Jack Falstaff 
do in the days of villainy? Thou seest I 
have more flesh than another man, and 
therefore more frailty. You confess 
then, you picked my pocket? 225 

Prince: It appears so by the story. 
Fa}.: Hostess, I forgive thee: go, 
make ready breakfast; love thy hus- 
band, look to thy servants, cherish thy 
guests: thou shalt find me tractable to 
any honest reason: thou seest I am 
pacified still. Nay, prithee, begone. 
[Exit Hostess. ] Now, Hal, to the news 
at court: for the robbery, lad, how is 
that answered ? 235 

Prince: O, my sweet beef, I must still 
be good angel to thee: the money is paid 
back again. 

Fal.: O, I do not like that paying 
back; ’tis a double labour. 240 

Prince: I am good friends with my 
father and may do any thing. 

Fal.: Rob me the exchequer the first 
9 Swollen. 


thing thou doest, and do it with un- 
washed hands too. 245 

Bard.: Do, my lord. 

Prince: I have procured thee. Jack, a 
charge of foot. 

Fal.: I would it had been of horse. 
Where shall I find one that can steal 
well? O for a fine thief, of the age of 
two and twenty or thereabouts! I am 
heinously unprovided. Well, God be 
thanked for these rebels, they offend 
none but the virtuous: I laud them, I 
praise them. 256 

Prince: Bardolph! 

Bard.: My lord? 

Prince: Go bear this letter to Lord 
John of Lancaster, to my brother John; 
this to my Lord of Westmoreland. 
[Exit Bardolph.'] Go, Peto, to horse, to 
horse; for thou and I have thirty miles 
to ride yet ere dinner time. [Exit 
Peto. J Jack, meet me to-morrow in the 
Temple hall at two o’clock in the after- 
noon. 267 

There shalt thou know thy charge; and 
there receive 

Money and order for their furniture. 
The land is burning; Percy stands on 
high; 

And either we or they must lower lie. 

[Exit.] 

Fal.: Rare words! brave world! Hos- 
tess, my breakfast, come! 271 
O, I could wish this tavern were my 
drum! [Exiti] ,, fi - ( 


QUESTIONS ON ACT III 

1. Scene i shows the rebels in apparent amity, settling the division of 
the kingdom among them. In what ways, however, has Shakespeare 
managed to indicate the essential lack of unity among the rebels? 

2. Hotspur’s teasing of Glendower parallels FalstafFs “ragging” of the 
oversolemn and dignified people of the court. How does it differ from 
FalstafFs? 

3. Hotspur in this scene delights in deflating Glendower’s superstitious- 
ness and delights, too, in playing a realistic counterpoint to the romantic 
exchanges between Mortimer and his wife. \ et may it be said that, in his 
way, Hotspur is less realistic in his attitude toward the world than either 
of them ? 
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4. Worcester’s lecture to Hotspur (Sc. i, 1 77 ff.) furnishes a parallel to 
the lecture which the king reads to Hal in Scene ii. What effect is gained by 
the parallelism? 

5. Scene ii is largely occupied with the king’s sermon to Hal. Notice 
that the king shows some evidence of bad conscience at the way in which 
he won the crown (not by lineal descent but by deposing Richard II. See 
Shakespeare’s play, Richard II). Notice that he reproves Hal for repeating 
the mistakes of Richard, who 

carded his state, 

Mingled his royalty with capering fools, 

Had his great name profaned with their scorns, . . . 

It is perhaps natural that the king, obsessed by the memory of the king 
whom he deposed, should see Hal’s conduct as inviting the same kind of 
disaster. Yet is the king’s speech really relevant? One hardly needs to know 
much about the character of Richard II to see that Prince Hal resembles 
him little, if at all. For example, is the impression which we get of Hal 
from the play that of a man who has lost his “princely privilege/With vile 
participation,” a man who has made the populace weary of seeing him, as 
the king suggests? Or is he not rather a man who has given himself, in the 
opinion of the world, too exclusively to a clique of low associates? 

6. Do not the king’s speeches indicate that he is a man too much obsessed 
with what he takes to be his own narrow formula of success — namely, that 
he won out over Richard because he made himself strange and unfamiliar? 
Are not the king’s own present difficulties the result, in part, of making 
himself too haughty and of standing too proudly on his own dignity? 
Hal does not make this criticism, to be sure. He has hardly earned the right 
to make any criticism of his father. But the fact that Shakespeare does not 
have him make it need not mean that Shakespeare does not intend us, as 
audience, to be cognizant of it. 

7. It is ironic, however, that Prince Hal has already resolved on a course 
which involves an improvement on his father’s advice. In Scene ii, 29-91, 
the latter tells his son not to be like Richard, who was 

seen, but with such eyes 
As, sick and blunted with community, 

Afford no extraordinary gaze, 

Such as is bent on sun-like majesty 
When it shines seldom in admiring eyes. . . . 

But, earlier (in I. ii, 11 . 256 ff.) Hal had promised himself that he would 
“imitate the sun,” which permits itself to be hidden by clouds only to'' 
burst forth in unexpected brilliance. He will, in short, not use a Richard 
for a foil but will employ as a foil his own former self. To sum up, is not 
Hal a better politician than his father, though his genuine delight in 
Falstaff may redeem him, for many readers, from the charge that he is 
what Percy calls his father, “a vile politician”? 

8. FalstafFs exclamation, when told that the prince has procured him a 
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charge of foot, is: “Well, God be thanked for these rebels, they offend none 
hut the virtuous: T laud them, I praise them.” The comment, of course, 
primarily expresses his high spirits: that is, Falstaff is saying that it’s an 
, ill wind that blows nobod y good; the rebels have at least been a cause of 
profit to him. Does not the statement, however, convey a hint of Falstaff’s 
real attitude toward the state and toward matters of responsibility in 
general ? 

9. Here again, as in Act I, we see three different panels of action. Do we 
feel by now that these panels are closely enough related to give us a sense 
of essential unity in Act III? How does Act III advance the different 
phases of the action; that is, how does it fit into the structure of the play? 
, 10. Does the fact that Hal settles up the robbery plot by having the 

stolen money repaid suggest to us anything about Hal’s probable conduct 
with regard to the Percy plot? 


ACT IV 

[Scene I — The rebel camp near 

Shrewsbury.] 

{Enter Hotspur, Worcester, and Dong- 

las .] 

* Hot.: Well said, my noble Scot: if 
speaking truth 

In this fine age were not thought flat- 
tery, 

Such attribution 1 should the Douglas 
have. 

As not a soldier of this season’s stamp 

Should go 50 general current through 
the world. 5 

By God, I cannot flatter; I do defy 
i The tongues of soothers; but a braver 
place 

In my heart’s love hath no man than 
yourself: 

Nay, task me to my word; approve me, 
lord. 

Doug.: Thou art the king of honour: 

No man so potent breathes upon the 
ground ii 

K But 1 will beard him. 

' Hot.: Do so, and ’tis 

well. [ Enter a Messenger with let- 
ters .] 

What letters hast thou there? — I can 
but thank you. 

1 Tribute, praise. 


Mess.: These letters come from your 
father. 

Hot.: Letters from him! why comes he 
not himself? rj 

Mess.: He cannot come, my lord; he 
is grievous sick. 

Hot.: ’Zounds! how has he the leisure 
to be sick 

In such a justling 2 time? Who leads his 
power? 

Under whose government come they 
along? 

Mess.: His letters bear his mind, not 
I, my lord. 20 

Wor.: I prithee, tell me, doth he keep 
his bed? 

Mess.: He did, my lord, four days ere 
I set forth; 

And at the time of my departure thence 

He was much fear’d by his physi- 
cians. 

Wor.: I would the state of time had 
first been whole 25 

Ere he by sickness had been visited : 

His health was never better worth than 
now. 

Hot.: Sick now! droop now! this sick- 
ness doth infect 

The very life-blood of our enterprise; 

’Tis catching hither, even to our camp. 

He writes me here, that inward sick- 
ness — 31 

5 Jostling. 
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And that his friends by deputation could 
not 

So soon be drawn, nor did he think it 
meet 

lo la\ so dangerous and dear a trust 
On an\ soul remo\ed but on his own 
A et doth he gi\ e us bold adv ertisement, 
lhat with our small conjunction we 
should on, 17 

To see how fortune is disposed to us, 
tor, as he writes, there is no quailing 
now, 

Bee luse the king is certainly possess’d 
Of ill our purposes \\ hat say you to it ? 
If j 1 \ our father’s sickness is a maim 
to us 42 

Hot A perilous gash, a very limb 
lopp’d off 

And %et, in faith, it is not, his present 
want 

S_ems more than w e shall find it were 
it good 

To set the exact wealth of all our states 
All at one cast? to set so rich a main 3 
On the nice hazard of one doubtful hour? 
It weie not good, for therein should we 
read 49 

The \ cry bottom and the soul of hope, 
me iery list, the \ery utmost bound 
Of all our fortunes 

Doug ’Faith, and so we 

should, 

\\ here now remains a sweet reiersion 4 
\\ e m i\ boldly spend upon the hope of 
wh it 

Is to come in 55 

A comfort of retirement lues in this 
Hi A rendeztous, a home to fly 
unto, 

If that the dead and mischance look big 
Lpon the maidenhead of our affairs 
IVor But yet I would your father 

had been here 60 

The quality and hair 0 of our attempt 
Biooks no division it will be thought 
B\ some, that know not why he is away, 
lhat wisdom, loyalty and mere dislike 
Of our pioccedings kept the carl from 
hence - 65 

3 Stake, wager 4 Inhentance still to be 

realized ’ Nature, character 


And think how such an apprehension 
May turn the tide of fearful faction 
And breed a kind of question in our 
cause, 

For well you know we of the offenngside 
Must keep aloof from stuet arbitrement, 
And stop all sight-holes, e\ery loop® 
from whence 71 

The e\ e of reason may pry in upon us 
This absence of your father’s draws a 
curtain, 

That shows the ignoiant a kind of feat 
Before not dreamt of 

Hot \ ou strain too 

far 75 

I rather of his absence make this use- 
It lends a lustre and more gre it opinion, 

A larger dare to our great enterprise, 
Than if the earl were here, for men must 
think, 

If we without his help can make a head 
To push against a kingdom, with his 
help 81 

We shall o’erturn it topsy-tur\y down. 

A et all goes well, yet all our joints are 
whole 

Doug As heart can think there is 
not such a word 

Spoke of in Scotland as this term of fear. 

[Enter Sir Richaid J’ernon~\ 
Hot • My cousin Vernon 1 welcome, 
by my soul 86 

Ver Pray God my news be worth a 
welcome, lord 

The Earl of Westmoreland, se\ en thou- 
sand strong, I 

Is marching hitherwards, with him 
Prince John 

Hot No harm what more? 

Ver And further, I ha\e learn’d, 
The king himself in person is set forth, 
Or hitherwards intended speedily, 92 
With strong and mighty preparation. 

Hot He shall be welcome too Where A 
is his son, 

The nimble-footed madcap Prince of 
Wales, 95 

And his comrades, that daff’d the world 
aside, 

And bid it pass? 

5 Loophole 
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V er • All furnish’d, all in arms; 

All plumed like estndges 7 that with the 
wind 

Bated, 11 like eagles hiv ing lately bathed, 
Ghtttnng in golden to its, like images, 
As full of spirit as the month of May, 
And gorgeous as the sun at midsummer, 
Wanton as youthful goats, wild as 
young bulls 105 

I saw joung Harrv, with his beater on, 
His euisses on his thighs, gallantly 
arm’d, 

Rise from the ground like feather’d 
' Mercury, 

And vaulted with sueh ease into his seat, 
As if an angel dropp’d down from the 
clouds, 10b 

To turn and wind a fiery Pegasus 
And witch 3 the woild with noble horse- 
m inship no 

Hot No more, no more worse than 
the sun in March, 

This praise doth nourish agues Let 
them come, 

They come like sacrifices in their trim, 
And to the fire-eyed maid of smoky w ar 
All hot and bleeding will we offer them 
The mailed Mars shall on his altar sit 
Lp to the ears in blood I am on fire 
To heir this rich reprisal is so nigh 118 
And vet not ours Come, let me taste my 
horse, 

Who is to bear me like a thunderbolt 
Against the bosom of the Prince of 
\ Wales 121 

Harry to Harry shall, hot horse to horse, 
Meet and ne’er part till one drop down a 
corse 

0 th it Glendower were come' 

I tr There is more news, 

1 learn’d in Worcester, as I rode along, 
He cannot draw his power this fourteen 

days 126 

Dojis That’s the worst tidings that I 
1 hear of vet 

Wor Ay, by my faith, that bears a 
frosty sound 

Hot What may the king’s whole 
battle reach unto ? 

" Goshaw ks 8 Beat or fluttered their wings 
3 Charm, enchant 


Ver To thirty thousand. 

Hot Forty let it be- 

My father and Glendower being both 
away, 13 1 

The powers of us may serve so great a 
day 

Come, let us take a muster speedily 
Doomsday is near, die all, die merrily 
Doug Talk not of dying I am out of 
fear 135 

Of death or death’s hand for this one- 
half y tar. [hCvi unt ] 

[Sci ne II — A public road near Cov- 
entry ] 

\_LtUr rahtajf and Baidolpl J 

ral Bardolph, get thee before to 
Cov entry, fill me a bottle of sack our 
soldiers shall march through, v e’ll to 
Sutton Co’fil’ to-night 

Sard \\ ill you gw e me money, cap- 
tain f 6 

ral Lay out, lay out 
Bard This bottle makes an angel 
ral if it do, t ike it for thy la- 
bour, and if it make twenty, take them 
all. I’ll answer the coinage Bid my lieu- 
tenant Peto meet me ar town’s .aid 12 
Bard 1 will, captain farewell [Ai/ ] 
1 al If I be not ashamed of my sol- 
diers, I am a soused gurnet 1 1 hav e mis- 
used the king’s press 2 damnably I hav e 
got, in exchange of a hundred and fifty' 
soldiers, three hundred ind odd pounds 
I press me none but good householdcis, 
viomen’s sons, inquirt me out eon- 
trieted baehelois, sueh as hid been 
asked twice on the banns, sueh 1 com- 
modity of warm slaves, as had as lieve 
hear the devil as a drum, such as fear 
the report of a caliver 3 worse than a 
struck fowl or a hurtwild-duck I pressed 
me none but sueh toasts-and-butter, 1 
with hearts in their bellies no bigger 
than pins’ heads, and they have bought 
out their services, and now my whole 
chaige consists of ancients, corporals, 

1 Pickled fish 2 Commission to impress 
(“draft”) soldiers ’Musket 4 Cf Caspar 
Milquetoast J Fnsi(-rtS 
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lieutenants, gentlemen of companies, 
si n es as ragged as La7irus m the 
punted cloth, where the glutton’s dogs 
licked his sores, and such as indeed were 
never soldiers, but discarded unjust 
»erv ing-men, y ounger sons to y ounger 
brothers, revolted tapsters and ostleis 
trade-fallen, the c inkers of a calm 
world ind a long peace, ten times more 
dishonour ible ragged th in an old faced 
ancient and such ha\e I, to fill up the 
rooms of them that h iv e bought out 
their sen lees, that vou would think that 
I had a hundred and fifty tattered 
prodig tls lately come from sw ine-keep- 
mg, from eating draft and husks A mad 
fellow met me on the w av and told me I 
had unloaded all the gibbets and pressed 
the de id bodies No eve hath seen such 
scarecrows I’ll not march through 
Coventry with them, that’s flat nay, 
and the v ill uns march wide betwivt the 
legs, as if they had gvv es r on, for indeed 
I had the most of them out of prison 
There’s but a shirt and a half in all my 
company, and the half shirt is two nap- 
kins tacked together and thrown over 
the shoulders like an herald’s coat with- 
out sleet es, and the shirt, to say the 
truth, stolen from my host at Saint 
Alb in’s, or the red-nose innkeeper of 
D n entry But that’s all one, they’ll 
find linen enough on e\erv hedge \_Enter 
the Pnnce and Westmoreland J 65 

Puna How now, blown Jack! how 
now, quilt 1 

Pal \\ h it, Hal 1 how now, mad wag! 
what 1 de\ il dost thou m \\ irwickshire? 
M\ good Lord of WestmortI ind, I cry 
v >u mercy I thought \our honour had 
already been at Shrewsbury 72 

If tst Faith, Sir John, ’tis more than 
time that I were there, and you too, 
but my powers are there already The 
king, I c in tell you, looks for us all we 
must iway all night 77 

1 al Tut, never fear me I am as 
vigilant is a cat to steal cream 

Piuut I think, to steal cream m- 

6 Fetters. 


deed, for thy theft hath already made 
thee butter But tell me, Jack, whose 
fellows are these tbit come after 1 83 
1 al Mine, Ilal, mine 
Prui ct I did never see such pitiful 
rascals 

I al : Tut, tut, good enough to toss, 

food for powder, food for powder, they’ll 
fill a pit as well as better tush, man, 
mortal men, mortal men go 

II tst Ay, but, Sir John, methmks 
they are evceeding poor and bare, too 
beggarly 

Pal ’Faith, for their pov erty, I know 
not where they had that, and for their 
bareness, I am sure they never learned 
that of me 57 

Prvict No, I’ll be sworn, unless you 
call three fingers on the ribs bare 7 But, 
sirrah, make haste Percy is already in 
the field iot 

rd What, is the king encamped? 

II est He is, Sir John I fear we shall 
stay too long 
Pal Well, 

To the latter end of a fray and the be- 
ginning of a feast 105 

Fits a dull fighter and a keen guest 

[_E\eunt ] 

[Scene III — The rebel camp near 
Shrewsbury ] 

\_E liter Hotspur, Worcester, Douglas, ^ 
and V ernon 1 

) 

Hot We’ll fight with him to-night 
IV or It may not be 

Doug You give him then advantage 
Per Not a whit 

Hot Why say you so ? looks he not for 
supply? 

Ver So do we 

Hot His is certain, ours is doubtful 
Wor Good cousin, be advised, stu\ 
not to-night 6 } 

Ver Do not, my lord r 

Doug You do not 

counsel well 

You speak it out of fear and cold heart 
7 Fat three hn^ei-wnlilis thick 
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Ver Do me no slander, Douglas by 
my life, 

And I dare well maintain it with my life, 
If well-respected honour bid me on, ir 
> I hold is little counsel with weak fear 
As you, my lord, or any Scot that this 
day lit es 

Let it be seen to-morrow 7 in the battle 
Which of us fears 


Doug 

V ea, 

or to-night 

hr 


Content 

Hot 

I o-night, say I 

16 

Fir 

Come, come, it 

may not be I 


wonder much, 

Being men of such great leading as you 
are, 

That you foresee not what impediments 
Drag back our e\pcdition certain horse 
Of my cousin Vernon’s are not yet 
come up n 

Your uncle Worcester’s horse came but 
to-day, 

And now their pride and mettle is 
asleep, 

, Their courage with hard labour tame 
and dull, 

That not a horse is half the half of him- 
self 25 

Hot So are the horses of the enemy 
In general, journey-bated and brought 
low 

The better part of ours are full of rest. 
Wor The number of the king e\- 
ceedeth ours 

\ For God’s sake, cousin, stay till all come 
in \The trumpet sounds a parley ] 
\_LnUr Sir JFalti r Blunt J 
Blunt I come with gracious offers 
from the king, 31 

If you vouchsafe me hearing and respect 
Hot Welcome, Sir Walter Blunt, and 
would to God 

You were of our determination 1 
Some of us love you well, and even those 
f 1 some 35 

Envy your great deservings and good 
name, 

Because vou are not of our quality, 
But stand against us like an enemy. 
Blunt And God defend but still I 
should stand so. 


So long as out of limit and true rule 40 
You stand against anointed majesty. 
But to mv charge The king hath sent 
to know 

The nature of your griefs, and where- 
upon 

You conjure from the breast of civil 
peace 

Such bold hostility, teaching his duteous 
land 45 

Audacious cruelty If that the king 
Have any way your good deserts forgot. 
Which he confesseth to be manifold, 

He bids you name your griefs, and with 
all speed 

You shall have your desires with interest 
And pardon absolute for yourself and 
these 51 

Heiem misled by your suggestion 
Hot The king is kind, and well we 
know the king 

Knows at what time to promise, when 
to pay. 

My fathei and my uncle and myself 
Did give him that same royalty he 
wears, 56 

And when he was not six and twenty 
strong, 

Sick m the world’s regard, wretched and 
low, 

A poor unminded outlaw sneaking 
home, 

My father gave him welcome to the 
shore, 60 

And when he heard him swear and vow 
to God 

He came but to be Duke of Lancas- 
ter, 

To sue his livery 1 and beg his peace, 
With tears of innocency and terms of 
zeal, 

My father, m kind heart and pity 
moved, 65 

Swore him assistance and perform’d it 
too. 

Now when the lords and barons of the 
realm 

Perceived Northumberland did lean to 
him, 

1 Sue for the delivery of his inheritance 
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1 lie more and less came in with cap and 
knee - 69 

Met him m boroughs, cities, villages, 
Attended him on bridges, stood m lanes, 
L ud gifts before him, proffer’d him 
their oaths, 

Giu him their heirs as pages, follow’d 
him 

E\ en it the heels in golden multitudes 
He presently, as greatness knows itself, 
Steps me a little higher than Ins \ow 
M ide to m\ father, while his blood was 
poor, 77 

Lpoi the naked shore at Raeenspurgh, 
And now, forsooth, takes on him to re- 
form 

Some certain edicts and some strait de- 
crees 80 

Th it lie too hear y on the common- 
lie 1th, 

Cries out upon abuses, seems to weep 
CKcr his country’s wrongs, and bv this 
fate. 

This seeming brow of justice, did he win 
1 he hearts of all that he did angle for, 
Proceeded further, cut me off the heads 
Of ill the fasourites that the absent 
king 87 

In deputation left behind him here, 

\\ hen he was persoral 1 m the Irish war. 

Blu 1 1 Tut, I came not to hear this. 

Ib t Then to the point 

In short time after, he deposed the king. 
Soon after that, deprn ed him of his life, 
And in the neck of that, 4 task’d •" the 
whole st ite, 93 

To mike th it worse, suffer’d his kins- 
m m March, 

\\ ho is, if e\ cry ow ner w ere w ell placed, 
Indeed his king, to be eng igtd in Wales, 
There without ransom to lie forfeited, 
Disgraced me in my happy victories, 
Sought to entrap me by intelligence, 
Rated mine uncle from the council- 
boird, 100 

In rage dismiss’d my father from the 
court, 

Broke o ith on oath, committed w rong 
on wrong, 

s Cap in hand, kneeling 3 Present in pet* 
son 1 Immediately after that 6 Taxed 


And m conclusion droec us to seek out 
This head of sifity , ind with d to pry 
Into his title, thi which we find 105 
loo indirect for long contmuince 
Blunt Shill I return this mswer to 
the king? 

Hot Not so, Sir W alter we’ll with- 
draw awhile 

Go to the king, and let there be im- 
pawn’d log 

Some surety for a safe return again, 
And in the morning early sh ill my uncle 
Bring him our purposes, and so farewell 
Blunt I would 3,011 would accept of 
grace and lo\e 
Hot And may be so we shall 
Blunt Pray God you do. 

[Exeunt'] 

[Scene IV — York The Archbishop’s 
palace ] 

[ Enter the Archbishop oj York and 
Sir Michael] 

Aich Hie, good Sir Michael, bear 
this sealed brief 

With winged haste to the lord marshal; 
This to my cousin Scroop, and all the 
rest 

To whom they are directed If you knew 
How much they do import, you would 
make haste 5 

Sir M My good lord, 

I guess their tenour 

Arch Like enough you do. 

To-morrow, good Sir Michael, is a day 
Wherein the fortune of ten thousand 
men 

Must bide the touch 4 , for, sir, at 
Shrewsbury, 10 

As I am truly given to understand, 

The king with mighty and quick-raised 
power 

Meets with Lord Harry and, I fear, Sir 
Michael, 

What with the sickness of Northumber- 
land, 

Whose power was in the first proportion, 
And what with Owen Glendower’s ab- 
sence thence, 16 

1 Must be put to tile test 
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Who with them was a rated sinew too 

And comes not in, o’er-ruled by prophe- 
cies, 

I fear the power of Percy is too weak 
1 To wage an instant trial with the king. 

Sir M.: Why, my good lord, you need 
not fear; 21 

There is Douglas and Lord Mortimer. 

Arch.: No, Mortimer is not there. 

Sir V.; But there is Mordake, Ver- 
non, Lord Harry Percy, 

And there is my Lord of Worcester and 
a head 25 

' Of gallant warriors, noble gentlemen. 

Arch.: And so there is: but yet the 
king hath drawn 

The special head of all the land together: 

The Prince of Wales, Lord John of Lan- 
caster, 

The noble Westmoreland and warlike 
Blunt; 30 


And many moe 2 corrivals and dear men 
Of estimation and command in arms. 

Sir M.: Doubt not, my lord, they 
shall be well opposed. 

Arch.: I hope no less, yet needful ’tis 
to fear; 

And, to prevent the worst, Sir Michael, 
speed: 35 

For if Lord Percy thrive not, ere the 
king 

Dismiss his power, he means to visit 
us, 

For he hath heard of our confederacy, 
And ’tis but wisdom to make strong 
against him: 

Therefore make haste. I must go write 
again 40 

To other friends; and so farewell, Sir 

Michael. [&«#(.] 

8 More. 


QUESTIONS ON ACT IV 

1. Is it in character for Percy Hotspur to suggest that perhaps the 
rebels will accept the king’s terms? One remembers that throughout this 
act each piece of bad news which the rebels receive only spurs on his reso- 
lution to stand and fight the king. He argues that there will be the more 
glory if they can defeat the king without the aid of Northumberland and 
of Glendower. Why does Shakespeare have him reply to Blunt’s 

I would you would accept of grace and love 

with “And may be so we shall”? Shakespeare goes further than this: in 
■ ( the next act he has Worcester refuse to tell Hotspur of the king’s later 
offer of pardon for fear that he will accept it. Is the point this: that Percy, 
if he must fight, will welcome a turning of the odds against him as making 
his conduct more glorious; but that, on the other hand, he will be easily 
touched by any show of chivalry on the part of the king, his “liberal and 
kind offer” as Worcester terms it? In other words, is the mainspring of 
Hotspur’s character a desire for “honor” or a desire for power? Does Hot- 
spur want an apology from the king which will satisfy his honor, or does 
he want the political power which overthrowing the king will give him ? 

2. Is the defection of Northumberland and Glendower adequately 
motivated? 

3. What is the structural function of Act IV? 
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ACT V 

[Scene I — The King’s camp near 
Shrewsbury.] 

\_Enter the King, Prince of Wales, Lord 
John of Lancaster, Sir Walter Blunt, and 
Yalstaff . ] 

King: How bloodily the sun begins to 
peer 

Above yon busky 1 hill! the day looks 
pale 

At his distemperature. 

Prince: The southern wind 

Doth play the trumpet to his purposes, 
And by his hollow whistling in the leaves 
Foretells a tempest and a blustering day. 

King: Then with the losers let it sym- 
pathise, 7 

For nothing can seem foul to those that 
win \The trumpet sounds .] 

[ Enter Worcester and Vernon.'] 

Flow now, my lord of Worcester! 'tisnot 
well 

That you and I should meet upon such 
terms lo 

As now we meet. You have deceived our 
trust 

And made us doff our easy robes of 
peace. 

To crush our old limbs in ungentle steel: 
This is not well, my lord, this is not well. 
What say you to it? will you again un- 
knit 15 

This churlish knot of all-abhorred war? 
And mow in that obedient orb again 
Where you did give a fair and natural 
light, 

And be no more an exhaled meteor, 

A prodigy of fear and a portent 20 
Of broached mischief to the unborn 
times ? 

Wor.: Hear me, my liege: 

For mine own part, I could be well con- 
tent 

To entertain the lag-end of my life 
With quiet hours; for I do protest, 25 
I have not sought the day of this dislike. 

Kit ig: You have not sought it! how 

comes it, then? 

1 Bushy. 


Fal.: Rebellion lay in his way, and he 
found it. 

Prince: Peace, chewet, 2 peace! 

Wor.: It pleased your majesty to turn 
your looks 30 J 

Of favour from myself and all our house; 
And yet I must remember you, my lord. 
We were the first and dearest of your 
friends. 

For you my staff of office did I break 
In Richard’s time; and posted day and 
night 35 

To meet you on the way, and kiss yout 
hand, T 

When yet you were in place and in ac- 
count 

Nothing so strong and fortunate as I. 

It was myself, my brother and his son, 
That brought you home and boldly did 
outdare 40 

The dangers of the time. You swore to 
us, 

And you did swear that oath at Don- 
caster, 

That you did nothing purpose ’gainst 
the state; 

Nor claim no further than your new- 
fall’n right, 3 

The seat of Gaunt, dukedom of Lan- 
caster: 45 

To this we swore our aid. But in short 
space 

It rain’d down fortune showering on 
your head; I 

And such a flood of greatness fell on you, 4 
What with our help, what with the ab- 
sent king, 

What with the injuries of a wanton 
time, 50 

The seeming sufferances that you had 
borne. 

And the contrarious winds that held the 
king 

So long in his unlucky Irish wars X 
That all in England did repute him ^ 
dead: 54 '' 

And from this swarm of fair advantages 
You took occasion to be quickly woo’d 

5 Chough, a chattering bird. 3 A right 
newly fallen due. 
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To gripe the general sway into your 
hand, 

Forgot your oath to us at Doncaster, 
And being fed by us you used us so 59 

* As that ungentle gull, 1 the cuckoo’s 
bud, 

Lseth the sparrow , did oppress our nest. 
Grew by our feeding to so great a bulk 
That ev cn our lov e durst not come near 
your sight 

For fear of swallowing, but with nimble 
wing 

( \\t were enforced, for safety sake, to fly 
Out of your sight and raise this present 
held, 66 

Whereby we stand opposed by such 
means 

As you y ourself have forged against 
yourself 

By unkind usage, dangerous counte- 
nance, 

And v 10I tion of all faith and troth 70 
Sworn to us in your younger enterprise 
king These things indeed you have 
* articulate, 

Proclaim’d at market-crosses, read in 
churches, 

To face J the garment of rebellion 
W ith some fine colour that may please 
the eye 75 

Of fickle changelings and poor discon- 
tents, 

Which gape and rub the elbow at the 
news 

t Of hurlyburly inno\ ation 
And never yet did insurrection want 
Such watei-colours to imp unt his cause, 
Nor moodv beggars, stars ing for a time 
Of pellmell h i\oc and confusion 83 
Prince In both your armies there is 
many a soul 

Shall pay full dearly for this encounter, 
If once they join in trial Tell your 
nephew, 85 

The Prince of Wales doth join with all 
the world 

In praise of Henry Percy by my hopes, 
This present enterprise set off his head, 
I do not think a braver gentleman, 


More active-valiant or more vahant- 
voung, 90 

More daring or more bold, is now alive 
To grace this latter age with noble deeds. 
For my part, I may speak it to my shame 
I have a truant been to chi\ alrv. 94 

And so I hear he doth account me too; 
Yet this before my father’s majesty — 

I am content that he shall take the odds 
Of his great name and estimation, 

And w ill, to sa\ e the blood on eithei side. 
Try fortune with him in a single fight 
king And, Prince of \\ ales, so dare 
wc venture thee, 101 

Albeit considerations mfimre 
Do make against it No, good Wor- 
cester, no, 

We love our people well, even those we 
lov e 

That are misled upon your cousin’s part; 
And, vv ill they take the offer of our grace, 
Both he and they and you, yea, every 
man 107 

Shall be my friend again and I’ll be his: 
So tell your cousin, and bring me word 
What he will do but if he will not yield. 
Rebuke and dread correction vv ait on us 
And they shall do their office So, be 
gone, 1 12 

We will not now be troubled with reply. 
We offer fair, take it advisedly 

[Exeunt Woicesttr and Vernon.'} 
Prince It will not be accepted, on my 
life 1 15 

The Douglas and the Hotspur both to- 
gether 

Are confident against the world in arms 
King Hence, therefore, every leader 
to his charge, 

For, on their answer, will we stt on them 
And God befriend us, as our cause is 
just 1 120 

[Exeu lit all but the Prince of If ales 
an d ralstaff ] 
Fal Hal, if thou see me down in the 
battle and bestride me, 6 so, ’tis a point 
of friendship 

Prince Nothing but a colossus can do 
thee that friendship Say thy prayers, 
and farewell 126 

6 Stand over and defend me 


i Nestling s Tnm 
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Fal.: I would ’twere bed-time, Hal, 
and all well. 

Prince: Why, thou owest God a 
death. [Exit.] 130 

Fal.: ’Tis not due yet; I would be 
loath to pay him before his day. What 
need I be so forward with him that calls 
not on me? Well, ’tis no matter; honour 
pricks me on. Yea, but how if honour 
prick me off when I come on? how then? 
Can honour set to a leg? no: or an arm? 
no: or take away the grief of a wound? 
no. Honour hath no skill in surgery, 
then? no. What is honour? a word. What 
is in that vord honour? what is that 
honour? air. A trim reckoning! Who hath 
it? he that died o’ Wednesday. Doth he 
feel it? no. Doth he hear it? no. ’Tis in- 
sensible, then? Yea, to the dead. But 
will it not live with the living? no. Why? 
detraction will not suffer it. Therefore 
I’ll none of it. Honour is a mere scutch- 
eon: and so ends my catechism. [Exit.] 

[Scene II — The rebel camp.] 
[Enter Worcester and Vernon .] 

War.: O, no, my nephew must not 
know, Sir Richard, 

The liberal and kind offer of the king. 

Fer.: ’Twere best he did. 

Wor.: Then are we all undone. 

It is not possible, it cannot be, 

The king should keep his word in loving 
us; 5 

He will suspect us still and find a time 
To punish this offence in other faults: 
Suspicion all our lives shall be stuck full 
of eyes; 

For treason is but trusted like the fox, 
Who, ne’er so tame, so cherish’d and 
lock’d up, 10 

Will have a wild trick of his ances- 
tors, 

Look how we can, or sad or merrily. 
Interpretation will misquote our looks, 
And we shall feed like oxen at a stall. 
The better cherish’d, still the nearer 
death. 15 

My nephew’s trespass may be well for- 
got; 


It hath the excuse of youth and heat of 
blood, 

And an adopted name of privilege, 

A hare-brain’d Hotspur, govern’d by a 
spleen: j 

All his offences live upon my head 20 
And on his father’s; we did train him on, 
And, his corruption being ta’en from us, 
We, as the spring of all, shall pay for all. 
Therefore, good cousin, let not Harry 
know, 

In any case, the offer of the king. 25 
Fer.: Deliver what you will; I’ll say 
’tis so. ’ 

Here comes your cousin. 

[Enter Hotspur and Douglas .] I 

/ lot.: My uncle is return’d: 

Deliver up my Lord of Westmoreland. 
Uncle, what news? 30 » 

Wor.: The king will bid you battle 1 
presently. 

Doug.: Defy him by the Lord of West- 
moreland. 

Hot.: Lord Douglas, go you and tell 
him so. 

Doug.: Marry, and shall, and very 
willingly. [Exit?] 

Wor.: There is no seeming mercy in 1 
the king. 35 ^ 

Hot.: Did you beg any? God forbid! 

W or.: I told him gently of our griev- 
ances, 

Of his oath-breaking; which he mended 
thus, 

By now forswearing that he is forsworn: > 
He calls us rebels, traitors; and will 
scourge 40 

With haughty arms this hateful name in 
us. 

[Re-enter Douglas.'] 

Doug.: Arm, gentlemen; to arms! for 
I have thrown 

A brave defiance >n King Henry’s teeth, 
And Westmoreland, that w'as engaged,^ 
did bear it; 7 

Which cannot choose but bring him 1 
quickly on. 45 1 

Wor.: The Prince of Wales stepp’d 
forth before the king, / 

And, nephew, challenged you to single | 
fight. ? 
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Hot.: O, would the quarrel lay upon 
our heads, 

And that no man might draw short 
breath to-day 

^ But I and Harry Monmouth! Tell me, 
tell me, 50 

How show’d his tasking? seem’d it in 
contempt? 

Vet.: No, by my soul; I never in my 
life 

Did hear a challenge urged more mod- 
estly, 

Unless a brother should a brother dare 
1 To gentle exercise and proof of arms. 
He gave you all the duties of a man: 
Trimm’d up your praises with a princely 
tongue, 57 

Spoke your deservings like a chronicle, 
Making you ever better than his praise 
By still dispraising praise valued with 
you; 60 

And, which became him like a prince 
indeed, 

He made a blushing cital 1 of himself; 

■ And chid his truant youth with such a 
grace 

As if he master’d there a double spirit 
Of teaching and of learning instantly. 
There did he pause: but let me tell the 
world, 66 

If he outlive the envy of this day, 
England did never owe so sweet a hope, 
So much misconstrued in his wantonness. 

I lot.: Cousin, I think thou art enam- 
j oured 7 ° 

\On his follies: never did I hear 
Of any prince so wild a libertine. 

But be he as he will, yet once ere night 
I will embrace him with a soldier’s arm, 
That he shall shrink under my courtesy. 
Arm, arm with speed: and, fellows, sol- 
diers, friends, 76 

Better consider what you have to do 
Than I, that have not well the gift of 
tongue, 

Can lift your blood up with persuasion. 

[Enter a Messenger .] 

Mess.: My lord, here are letters for 
you. ®° 


Hot.: I cannot read them now. 

0 gentlemen, the time of life is short! 
To spend that shortness basely were too 
long, 

If life did ride upon a dial’s point, 

Still ending at the arrival of an hour. 
An if we live, we live to tread on kings; 
If die, brave death, when princes die 
with us! 87 

Now, for our consciences, the arms are 
fair, 

When the intent of bearing them is just. 

[Enter another Messenger .] 

Mess.: My lord, prepare; the king 
comes on apace. 90 

Hot.: I thank him, that he cuts me 
from my tale, 

For I profess not talking; only this — 
Let each man do his best: and here 
draw I 

A sword, whose temper I intend to stain 
With the best blood that I can meet 
withal 95 

In the adventure of this perilous day. 
Now, Esperance! Percy! and set on. 
Sound all the lofty instruments of war, 
And by that music let us all embrace; 
For, heaven to earth, some of us never 
shall 100 

A second time do such a courtesy. 

[The trumpets sound. They embrace and 

exeunt.l 

[jScENE III — Plain between the 
camps -3 

[The King enters with his power. 
Alarum to the battle. Then enter Douglas 
and Sir Walter Blunt ! ] 

Blunt: What is thy name, that in the 
battle thus 

Thou crassest me? what honour dost 
thou seek 
Upon my head? 

Doug.: Know then, my name 

is Douglas; 

And I do haunt thee in the battle thus 
Because some tell me that thou art a king. 

Blunt: They tell thee true. 6 

Doug.: The Lord of Stafford dear to- 
day hath bought 


1 Recital, statement. 
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Thy likeness, for instead of thee, King 
Harry, 

This sword hath ended him: so shall it 
thee, 

Unless thou yield thee as my prisoner. 

Blunt: I was not born a yielder, thou 
proud Scot; n 

And thou shalt find a king that will re- 
venge 

Lord Stafford’s death. 

[They fight. Douglas kills Blunt . ] 
[Enter Hotspur .] 

Hot.: O Douglas, hadst thou fought at 
Holmedon thus, 

I never had triumph’d upon a Scot. 15 

Doug.: All’s done, all’s won; here 
breathless lies the king. 

Hot.: Where? 

Doug.: Here. 

Hot.: This, Douglas? no: I know this 
face full well: 

A gallant knight he was, his name was 
Blunt; 20 

Semblably furnish’d 1 like the king him- 
self. 

Doug.: A fool go with thy soul, 
whither it goes! 

A borrow’d title hast thou bought too 
dear: 

Why didst thou tell me that thou wert a 
king? 

Hot.: The king hath many marching 
in his coats. 25 

Doug.: Now, by my sword, I will kill 
all his coats; 

I’ll murder all his wardrobe, piece by 
piece, 

Until I meet the king. 

Hot.: Up, and away! 

Our soldiers stand full fairly for the day. 

[Exeunt.'] 

[Alarum. Enter Falstaff, solus.] 

Fal.: Though I could ’scape shot- 
free 2 at London, I fear the shot here; 
here’s no scoring but upon the pate. 
Soft! who are you? Sir Walter Blunt: 
there’s honour for you! here’s no vanity! 
I am as hot as molten lead, and as heavy 

1 Resembling in arms and equipment. 2 A 
pun on shot in the sense of “bullet” and 
of “tavern-reckoning” or score. 


too: God keep lead ^,ut of me! I need no 
more weight than mine own bowels. I 1 
ha\ e led my ragamuffins where they are 
peppered: there’s not three of my hun- 
dred and fifty left alive; and they arei| 
for the town’s end, to beg during life. 
But who comes here? [Enter the Prince.] 
Prince: What, stand’st thou idle here? 
lend me thy sword : 43 

Many a nobleman lies stark and stiff 
Under the hoofs of vaunting enemies, 
Whose deaths are yet unrevenged: I 
prithee, lend me thy sword. 46 
Fal.: 0 Hal, I prithee, give me leave* 
to breathe awhile. Turk Gregory never 
did such deeds in arms as I have done 
this day. I have paid Percy, I have 
made him sure. 51 

Prince: He is, indeed; and living to 
kill thee. I prithee, lend me thy sword. 

Fal.: Nay, before God, Hal, if Percy 
be alive, thou get’st not my sword; but 
take my pistol, if thou wilt. 56 

Prince: Give it me: what, is it in the. 
case? 

Fal.: Ay, Hal; 'tis hot, ’tis hot; there’s 
that will sack a city. [The Prince draws 
it out, and finds it to be a bottle of sack.] 
Prince: What, is it a time to jest and 
dally now? [He throws the bottle at him. 
Exit.] 64 

Fal.: Well, if Percy be alive. I’ll pierce 
him. If he do come in my way, so: if he 
do not, if I come in his willingly, let him 1 
make a carbonado 3 of me. I like not jj 
such grinning honour as Sir W’alter hath : 
give me life: which if I can save, so; if 
not, honour comes unlooked for, and 
there’s an end. [Exit.] 72 

[Scene IV — Another part of the 
field.] 

[Alarum. Excursions. Enter the King^ 
the Prince, Lord John of Lancaster, aiut ^ 
Earl of JVestmoreland.] y 

King: I prithee, 

Harry, withdraw thyself; thou bleed’st 
too much. 

3 Meat scomi across anil luoiled. 
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Lord John of Lancaster, go you with 
him 

Lan Not I, my lord, unless I did 
bleed too 

Pm ce I beseech your majesty, 
make up, 5 

Lest > our retirement do amaze your 
friends 

A trig I will do so 

My Lord of Westmoreland, lead him to 
his tent 

Wist Come, my lord. I’ll lead you 
to vour tent 

Pnnce Lead me, my lord? I do not 
need your help 10 

And God forbid a shallow scratch should 
dme 

The Prince of Wales from such a field is 
this. 

Where stain’d nobility I.cs trodden on. 
And rebels’ arms triumph in massacres' 

Lan W e bre ithe too long come, 
cousin Westmoreland, 15 

Our dutv this way lies, for God’s sake, 
come 

L Exeunt Prince John and Westmore- 
land^ 

Pnnce By God, thou has decerved 
me, Lancaster, 

I did not think thee lord of such a spirit 
Before, I loved thee as a brother, John, 
But now, I do respect thee as my soul 

King I saw him hold Lord Percy at 
the point 21 

v With lustier maintenance 1 than I did 
look for 

Of such an ungrown w arrior 

Pnnu 0 , this boy 

Lends mettle to us all 1 [_E\it~] 

{Enter Douglas J 

Doug Another king 1 they grow like 
Hydra’s heads 25 

I am the Douglas, fatal to all those 
That weir those colours on them what 
rJ art thou, 

That counterfeit’ st the person of a king ? 

King The king himself, who, Doug- 
las, griev es at heart 29 

So many of his shadows thou hast met 

1 Enduiance 


And not the very king I have two boys 
Seek Percy and thyself about the field 
But, seeing thou fall’st on me so luckilj, 
I will assay thee so, defend thyself 
Doug I fear thou art another coun- 
terfeit, 15 

And yet, m faith, thou bear’st thee like 
a king 

But mine I am sure thou art, whoe’er 
thou be, 

And thus I win thee 

£ 77 m fight, the King bung in danger, 
re-tnler Prince of II alts J 
Pnnce Hold up thy head, v lie Scot, 
or thou art like 

Never to hold it up again' the spirits 40 
Of valiant Shnley, Stafford, Blunt, are 
in mv arms 

It is the Prince of W'ales thit threatens 
thee, 

Who never prormseth hut he meins to 
pay. [flht\ fijit Don glen this J 
Cheerly, my lord how fares vour grace? 
Sir Nicholas Gawsey h ith for succour 
sent, 45 

And so hath Clifton I’ll to Clifton 
straight 

King Stay, and breathe awhile: 
Thou has redeem’d thy lost opinion, 
And show’d thou makest some tender 
of 2 my life, 

In this fair rescue thou hast brought to 
me 50 

Pnnct 0 God 1 they did me too much 
injury 

That ever said I hearken’d for your 
death 

If it vv ere so, I might hav e let alone 
The insulting hand of Doughs ov er you. 
Which would have been as speedy in 
your end 55 

As all the poisonous potions in the world 
And saved the treacherous labour of 
your son. 

King Make up to Clifton I’ll to Sir 
Nicholas Gaw sey [_E\it ] 

\_Enhr Hotspur ] 

Hot If I mistake not, thou ir‘ 
Harry Monmouth 

2 '1 hou hast some regard for 
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Prince: Thou speak ’st as if I would 
deny my name. 60 

Hoi.: Mv name is Harry Perce . 

Pri nee: Why, then I see 

A very valiant rebel of the name. 

I am the Prince of Wales; and think not, 
Percy, 

To share with me in glory any more: 
Two stars keep not their motion in one 
sphere; 6$ 

Nor can one England brook a double 
reign. 

Of Harry Percy and the Prince of \\ ales. 
Hut.: Nor shall it, Harry; for the hour 
is come 

To end the one of us; and would to God 
Thy name in arms were now as great as 
mine! 70 

Prince: I’ll make it greater ere I part 
from thee; 

And all the budding honours on thy 
crest 

I’ll crop, to make a garland for my head. 
Hot.: I can no longer brook thy van- 
ities. {They fight.] 

£ Enter Falstaff.] 

Pal.: Well said, Hal! to it, Hal! Nay, 
you shall find no boy’s play here, I can 
tell you. { Re-enter Douglas: he .tights with 
Falstaf , who falls dozen as if he were dead, 
and exit Douglas. Hotspur is wounded, 
and falls '. ] 80 

Hot.: O, Harry, thou hast robb’d me 
of my youth 1 

1 better brook the loss of brittle life 
Than those proud titles thou hast won 
of me: 

They wound my thoughts worse than 
tin - sword my flesh: 

But thought’s the slave of life, and life 
time’s fool; 85 

And time, that takes survey of all the 
world, 

Must have a stop. O, I could prophesy, 
But that the earthy and cold hand of 
death 

Lies on my tongue: no, Percy, thou art 

dust. 

And food for — {Dies.'] 90 

Prince: For worms, brave Percy: fare 
thee well, great heart ! 


Ili-weaved ambition, how much art thou 
shrunk! 

When that this body did contain a spirit, 

A kingdom for ;t was too small a bound; 
But now two paces of the vilest earth 
Is room enough: this earth that bears 
thee dead 96 

Bears not alive so stout a gentleman. 

If thou wert sensible of courtesy, 

I should not make so" dear a show of 
zeal: 

But let my favours hide thy mangled 
face; 100 

And, even in thy behalf, I’ll thank my- 
self 

For doing these fair rites of tenderness. 
Adieu, and take thy praise with thee to 
heaven! 

Thy ignominy sleep with thee in the 
grave, 

But not remember’d in thy epitaph! 

{He spieth Falstaf on the ground.] 
What, old acquaintance! could not all 
this flesh 106 ' 

Keep in a little life: Poor Jack, farewell! 

I could have better spared a better man: 
O, I should have a heavy miss of thee, 
If I were much in love with vanity! no 
Death hath not struck so fat a deer to- 
day, 

Though many dearer, in this bloody 
fray. 

Embowell’d 3 will I see thee by and by: 
Till then in blood by noble Percy lie. \ 

{Exit.] J 

FaL: {Rising up.] Embowelled ! if thou 1 
embowel me to-dav. I’ll give you leave 
to powder me and eat me to-morrow. 
’Sblood, ’twas time to counterfeit, or 
that hot termagant 4 Scot had paid me 
scot and lot too. Counterfeit? I lie, 

I am no counterfeit: to die, is to be a 
counterfeit; for he is but the counter- 
feit of a man who hath not the life oft 
a man: but to counterfeit dying, when *2 
a man thereby liveth, is to be no coun- 1 
terfeit, but the true and perfect image 
of life indeed. The better part of valour 

3 As a prepaiation for embalming. 'Furi- 
ous, like the supposed deity of the- Saracens, 1 
Termagant j 
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liscretion, in the which better part 
I hue stv ed my life V ounds, I am 
ah aid of this gunpowder Percy, though 
he be dead how, if he should counterfeit 
loo and rise’ by my faith, I am afraid 
ne would pro\e the better counterfeit, 
therefore I’ll make him sure, yea, and 
I’ll swear I killed him \\ hy may not he 
rise as well as P Nothing confutes me 
but eyes, and nobody sees me there- 
fore, sirrah [stabbu g hint}, with a 
new wound in your thigh, come you 
along with me [/ ales up Hotspur on Ins 
bad ] [Re-enter the Prince of Wales and 
Loid John of Lancaster J 142 

Prince Come, brother John; full 
bravely hast thou flesh’d 
Thy maiden sword 

Lan But, soft 1 whom 

hare we here? 

Did you not tell me this fat man was 
dead? 145 

Pnnce I did, I saw him dead, 
Breathless and bleeding on the ground 
Art thou ali\ e ? 

Or is it fantasy that plays upon our 
eyesight ? 

I prithee, speak, we will not trust our 
eyes 

Without our ears thou art not what 
thou seem’st 150 

Pal No, that’s certain, I am not a 
double man but if I be not Jack Fal- 
staft, then am I a Jack There is Percy 
[thro ting tin both do 11J if y our father 
will do me am honour, so, if not, let 
him k.ll the next Percy himself I look 
to be either c irl or duke, I can assure 
you 158 

Prince \\ hy, Percy I killed myself 
and saw thee dead 

Pal Didst thou ? Lord, Lord, how 
this world is given to lying 1 1 grant you 
I was down and out of breath, and so 
f was he but wc rose both at an instant 
and fought 1 long hour by Shrewsbury 
clock If I may be belies td, so, if not, 
let them that should reward \ dour bear 
the sin upon their own heads I’ll take it 
upon nix death, I gate him this wound 
in the thigh if the man were alive and 


would deny it, ’zounds, I would make 
him eat a piece of my sword 171 

Lan This is the strangest tale that 
e\ er I heard 

Prince This is the strangest fellow, 
brothel John 

Come, bring your lugg ige nobly on jour 
b ick 174 

Tor my part, if a lie max do thee grace. 
I’ll gild it with the hippiest tcims I 
ha\e [A ntuat n soundin'] 

The trumpet sounds retreat, the d ly is 
ouis 

Come, brother, let us to the highest of 
the held. 

To ste whit friends are Irving, xxho are 
dead 179 

[Exeunt Prui ct cf Walt r and Lancaster ] 

Pal I’ll follow, as they sav, for re- 
ward He that rewards me, God reward 
him 1 If I do grow great. I’ll grow less; 
for I’ll purge, and leave sick, and live 
cleanly as a nobleman should do [Exit ] 

£Scene V — Another part of the field ] 

[The trumpets sound Enter thi King, 
Prince of Walts, Lord John of Lancaster, 
Earl of Westmoreland, ith Woice In and 
Vernon prisoner x.J 

King Thus ever did rebellion find re- 
buke. 

Ill-spirited Worcester 1 did not we send 
grace, 

Pardon ind terms of lov e to all of you ? 
And wouldst thou turn our offers con- 
traiy ? 

Misuse the tenour of thy kinsman’s 
trust ? S 

Three knights upon our party shin to- 
day, 

A noble earl and many a creature else 
Had been ahv e this hour, 

If like a Christian thou hadst truly 
borne 

Betwixt our armies true intelligence 

Wor What I have done my safety 
urged me to, n 

And I embrace this fortune patiently, 
Since not to be avoided it falls on me 
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King: Bear Worcester to the death 
and Vernon too: 

Other offenders we will pause upon. 15 
£Eveiinl Worcester and Vernon guarded .] 
How goes the field? 

Prince: The noble Scot, Lord Doug- 
las, when he saw 

The fortune of the day quite turn’d from 
him. 

The noble Percy slain, and all his men 
Vpon the foot of fear, fled with the 
rest; 20 

And falling from a hill, he was so bruised 
That the pursuers took him. At my tent 
The Douglas is; and I beseech your grace 
I may dispose of him. 

King: With all my heart. 

Prince: Then, brother John of Lan- 
caster, to you 25 

This honourable bounty shall belong: 
Go to the Douglas, and deliver him 
Up to his pleasure, ransomless and free: 
His valour shown upon our crests to- 
day 


Hath taught us how to cherish such high 
deeds 30 

Even in the bosom of our adversaries. 

Lan.: I thank your grace for this high 
courtesy, 

Which I shall give away immediately. 

King: Then this remains, that we di- 
vide our power. 

You, son John, and my cousin West- 
moreland 3j 

Towards York shall bend you with your 
dearest speed. 

To meet Northumberland and the pre- 
late Scroop, 

Who, as we hear, are busily in arms: 

Myself and you, son Harry, will towards 
Wales, 

To fight with Glendower and the Earl of 
March. 40 

Rebellion in this land shall lose his sway, 

Meeting the check of such another day: 

And since this business so fair is done, 

Let us not leave till all our own be won. 

[_Exeunt!\ 


NOTES ON HENRY IF, PART I 

I. THE PROBLEM OF UNITY 

As was pointed out earlier, the salient problem in this play must be the 
problem of unity. To most readers at least, the most important general 
question which presents itself is this: does the play achieve a real dramatic 
unity, or is it, after all, merely a not- too-interesting “history” play to 
which Shakespeare has added, in the interest of amusement, the Falstaff 
tavern scenes? To state the problem with special reference to Act V, does 
this last act really succeed in uniting the various threads of interest that 
run through the play? 

The “history” plot is, of course, brought to a conclusion in this act with 
the decision gained in the Battle of Shrewsbury.* But what of the comic 
I underplot? Does it come here into any organic relation with the other 
I, elements of the play, or does it remain isolated? What happens to Hotspur . 

* To a temporary conclusion at least, for Shakespeare continued the story in Henry IV, 1 
Part 2, which the student should read. The two-part arrangement in itself raises the problem 
of unity in a special form. Suffice it to say here that, whatever the total unity which the two 
pairs taken together ni ay have, this first part has its own special unity which it is our immedi- 
ate problem here to attempt to define. 

FalstafTs death is mentioned in Henry V, and he is the central figure in The Mem Wives 
of Windsor; but in this latter play, most critics and scholars agree that he comes closer to the 
mere butfoon — that he lacks the special quality of character shown in the Henry plays. 
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when he comes within the orbit of Falstaff? Or what, for that matter, 
happens to Falstaff when he comes between the “'fell incensed points OP 
mighty opposites”? Jf he affords no more than comic relief, then we are 
perhaps justified in holding that as a character he is a lucky accident, a 
character who was, in Shakespeare’s original plans, to have figured as a 
sort of jester, but who became something richer and more imaginative 
than intended. As a matter of fact, one might, pushing this line of argu- 
ment a step further, contend that Falstaff has actually so far outgrowm the 
needs of the play, strictly considered, that he comes close to destroying it. 

It is possible, however, to see Falstaff’s role as a more positive one than 
that of merely diverting us from the more serious concerns of the 
possible that his function is to define — as well as enrich — She tKeme of the 
But to explore this possibility wilfmvolve a rather car^R 




ful considera- 

Tioh 1 iff his relation to the other characters in the play and a further inquiry 
into the theme — the total “meaning” of the play. 


2. THE SYSTEM OF CONTRASTS IN THE PLAY 

If Henry IF, Part I does have a principle of unity, it is obviously one 
which allows for, and makes positive use of, an amazing amount of con- 
trast. Many of these contrasts have already been noted in the questions 
which come at the end of each act. There is the contrast between the king’s 
hopes for his son and the life which PrinceTTal has actually been leading; 
the contrast between the pomp and state of the councils at court which are 
^called to debate the state of the realm and those other councils at the 
Boar’s Head which take measures for the better lifting of travelers’ purses. 
Moreover, as we have remarked earlier, Prince Hal and Percy Hotspur 
are obvious foils for each other; they are specifically contrasted again and 
again throughout the play. But one of the most important contiasts de- 
velop ed in th e play is that be tween Fa lstaff and PercyTfotsplir. 

/ On one level, "Tt'ougKt to be”prettv obvious, the'playTnvolves a study jn. 
the nature of kingship — not an unduly solemn study, to be sure— but a 
1 study, nevertheless, of what makes a goodTung. In tins study, of course, 

I Prince Hal is the central figure, and thejtlay becomes, them the studyjof 
phis development-. 

On this level of consideration, Percy Hotspur not only is Hal’s rival but 
also furnishes an ideal of conduct toward which Hal might aspire (and 
toward which his father, the king, ac tually_ wishes him to asjiiie). Falsta ff 
represents another ideal of cpnduct — and here, consequently, finds his 
foil in Hotspur. "(IP the pairing of Falstaff and Hotspur seems, at first 
glance, forced, nevertheless we shall presently see that theie is abundant 
evidence that Shakespeare thought the contrast important and relevant- 
to his purpose.) 

Indeed, as Mr. R. P. Warren has pointed out, it is almost as if Shake- 
speare were following, consciously or unconsciously, the theme of Aristotle’s 
Nichomachaean ethics: virtue as the mean between two extremes of cpn- 

J 
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duct. This suggestion can be used to throw a good deal of light on the 
relationship of the characters of Falstaff, Prince Hal. and Hotspur to each 
othei. 

Consider the matter of honor. Hotspur represents one extreme. Falstaff, 
the other. Hotspur declares characteristically. 

By heaven, methinks it were an easy leap. 

To pluck bright honour from the pale-faced moon, . . . 

V fl. iii. aoi-oa) 

A 

,' ’ Falstaff speaks just as characteristically when he argues in his famous 
1 speech on honor: "Well, ’tis no matter; honour pricks me on. Yea, but how 
!| if honour prick me off when I come on? how then? Can honour set to a leg? 
no: or an arm? no: or take away the grief of a wound? no . . . iY. ii 
1 FalstafPs common sense is devastating: but it is also crippling — or would 
be to a prince or ruler. If it does not cripple Falstaff, it is because Falstaff 
frankly refuses to accept the responsihilities_of leadership. Perhaps he 
chooses wisely in so refusing. By reTusing he achieves a vantage point 
from which he can perceive the folly and pretentiousness which, to a 
decree, always tend to associate themselves with authority of any kind. 

But Hotspur's chivalry is crippling too. He wants to light lor honor’s 
sake: he will not wait for reinforcements because it will beget more honor 
to fferht without waiting for them; but, on the other hand. hey*ill not 
light at all 'Worcester fears, if he hears of the king's mollifying offer, for 
>; jthen his pride will be saved, his honor preserved, and the political aspects 
p of the rebellion can go hang; for Hotspur has little or no interest in therm 
Indeed. Hotspur can rely on the obvious fact that he is lighting merely for' 
honor to gain the forgiveness of the king, though Worcester fears that the 
/ forgiveness extended to himself will be only a nominal forgiveness and that 
the king will be on the lookout for later excuses to injure him. 

If one assumes the necessity for leadership (and there is little doubt that 
the Elizabethan audience and Shakespeare did;, then Hotspur points to an 
extreme which the truly courageous leader must avoid quite as clearly as 
he must avoid the other extreme represented by Falstaff. True courage, 
we mat say, has as one frontier an unthinking impetuousnesAike that of 
Hotspur: it has as its other frontier a kind of calculation, which, if not 
, (cowardice, at least results in actions which look very much like cowardice, 
j jFalstaffis too *“ practical; Hotspur, not "practical” enough. 

' 1 / . 

3- THE “IMMATURITY” OF FALSTAFF AND HOTSPUR 

I ^Yet Shakespeare does not give us an oversimplified picture of either 
1 extreme. Falstaff redeems himself for most of us by his humor, by his good 

a thoroughgoing 
There is a kind 
-souled commit- 
ment to the pursuit of hpnor, in his teasing of his wife, and in his laughing 


nature, by his love of life, and perhaps, most of all, by 
^intellectual honesty. Hotsp ur also Ji - asj 3 is.-attraSuyj^ide. 
tof abandon, ’’a'lcln'd of lighffhearted gaiety — in his whole 
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at the pompous mystery-mongering of Glendower — which puts him, like 
Falstaff, above the plots and counter-plots that fill up the play. 

Yet— if we assume the necessity for leadership and authority — both 
Falstaff and Hotspur are beloiv the serious concerns that fill the play. 
i| About both of them there is a childlike quality which relieves them of the 
■v-! responsibility of mature life, a frankness which is the opposite of the pre- 
tense and hypocrisy so apparent in the adult world." 

This suggestion that there is something childlike and immature about 
Falstaff and Hotspur must, of course, be heavily qualified. There is a sense 
m which Flotspur is the epitome of manliness and aggressive masculinity, 
and certainly he thinks of himself as anything hut childish. Moreover, 

, Falstaff, in spite of the war cry with which he sets upon the travelers, 
"‘They hate us youth: down with them: fleece them,” isold in the ways of 
vice, and indeed possesses a kind of wisdom which makes the solemn con- 
cerns of Henry IV's court appear callow and naive beside it. -''■•Q “fbS-' 

And yet, even so, the_pair do nor stand quite on the level of the adult 
world where there are jobs to be done and duties to be performed. They 
are either below 4 * * 7 it or else they transcend it: and Shakespeare is wise enough 
! to let them — particularly Falstaff — do both. That is, they appear some- 
times childish in their attitudes and sometimes childlike, for Shakespeare 
exploits both aspects of their characters in the play. 

The childlike qualities, of course, are found predominantly in Falstaff — 
in his vitality and in his preservation of a kind of innocence. But Hotspur, 
too, has a kind of innocence which sets him apart from the more calculat- 
ing of his fellow-conspirators. He is impulsive where they are Machiavel- __ 
lian; boyish, in his love of adventure, where they are playing coldly for 
\ high stakes. But the childlike innocence (or, if one prefers, the boyish j 
, 1 impulsiveness) merges into childish foolhardiness when he insists on fight- / 

I ing the king at Shrewsbury before reinforcements can be brought up. : 

4. FALSTAFF AT THE BATTLE OF SHREWSBURY 
1 

Falstaff is, of course, a far more complex character than Hotspur, or, 
for that matter, than any other character in the plav. But an examination 
of the childish-childlike aspects of his nature may, even if’it will not 
wholly account for the richness of his personality, lead the student into a 
lurther knowledge of that richness. Certainly, it may give us one of the 
most important clues as to how his character is related to the central prob- 
lems of the play. 

Falstaff as Philosopher. Falstaff, we may say, is like the child in the 
t story who alone was able to detect the fact that the emperor’s new clothes 
were entirely imaginary. With a clarity of vision that is unclouded b^ 
reverence towards authority of any kind^ the child sees that the emperor is 

* If the student, remembu ing, for example, how “damnably” Falstaff has “misused the 
(king’s press,” feels disposed to challenge this observation, he should be reminded that the 
(matter in question is not FalstafFs goodness but his frankness and irresponsibility. He has the 
J child’s honest selfishness and the child’s lack of conscience as he frankly goes after his own ends. 
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naked, and says so. (Falstaff strips Henry IV quite naked in his famous 
parody of the king’s speech in Act II. iv. King Henry’s concern for his 
son’s wicked ways, as sve see in Act III, is more than half an extension of 
his own self-conceit. His son’s reputation disturbs him because he regards 
it as a reflection upon Himself.) 

Falstaff’s clarity oF vision, However, is not an effect of cynicism. The 
-^spectacle of the world in its nakedness, stripped of its pretensions, does 
not move Falstaff to bitterness. He can laugh in t horou gh good humor. 
And Falstaff does laugh continually through the play as lie sees through 
what is glibly called “ honor,” through self-righteousness, through the 
I pretensions of royalty. In this sense, like the child, he is jtmdamentallv a 
/ moial anarchist. But Falstaff is — again like the child — not aTnlssionary 
anarchist. Tie does not for a moment intend to convert others to his views; 
he is not the moralist, certainly, nor_tHe_ inverted moralist, the cynic. 

In short, in spite of the fact that he speaks merely to amuse himself and 
others, Falstaff supplies a brilliant and what is — up to a_point^a perfectly 
true comme'nfaTy upon ThejworTd about him. Falstaff is doubtless the last 
man in the w’orld to set up for a philosopher; yet his humor, because it 
does have point and does make a rich commentary upon the world about 
him, does have a philosophical quality. 

Falstaff as Man of Action. But in Act V we see Falstaff as man of action, 
and this action tests him even as the world of action is tested by Falstaff’s 
commentary. On a battlefield the committed man of action must be pre- 
pared to die, but Falstaff does not feel the need to die, for ant man. He 
frankly sees no point in dying By 'Dougla's’s sivord for King Henry*. King 
Henr\ himself, as Falstaff well knows, is scarcely likely to appieciate such 
a devotion on Falstaff’s part. Hal himself will not lose or retain his chances 
j for the crown by Falstaff’s death alone; and the issue, when Douglas 
challenges him, is certainly death; for Falstaff, in spite of his playful 
boasting, has absolutely no illusions about his own prowess as a warrior. 

Falstaff loses no time in resolving his problem: he contents himself with 
playing ’possum. From one point of view, this is simply cowardice; from 
another, Falstaff is being perfectly consistent, and, to be so, risking the 
imputation of cowardice. In the same situation Blunt declares heroically, 
’.“I was not born a yielder, thou proud Scot”; he believes in honor, and so 

I ' he has his reward, even in death. Falstaff is equally consistent because he 
does not believe in honor; for him, heroics would be a pretense — phony 
honor. 

The Parallelism, of Falstaff and Hotspur. If the student has had any 
difficulty in seeing and accepting the parallelism between Falstaff and 
Hotspur, he might reflect that in this last act of the play the author himself 
has taken some pains to point it up, and may be said to have allowed at 
least Prince Hal, among the characters, to see it. In this connection Hal’s 
speech over the dead body of Hotspur and his remarks over Falstaff’s 
“dead” body, which he discovers a moment later, are worth careful con- 
sideration. 
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William Empson has pointed out (in his English Pastoral Poetry) that 
Hal’s remarks here involve a series of puns applying both to largeness of 
body and to greatness of spirit. Of Hotspur the prince says: 

When th at this body did contain a spirit, 

A ki ngdo m for it was ton small a hnnnH . . . . 

this earth that bears the dead 

Bears not alive so stout a gentleman. 

A few lines later, he is saying of Falstaff: 

What, old acquaintance! c ould not al l t his flesh 
Keep in a little life? Poor Jack, farewell! 

I could have better spared a better man: 

O, I should have a heav> miss of thee. 

If I were much in love with vanity! 

Death hath not struck so fat a deer to-day, . . . 

I lHotspur has had too much spirit for the flesh; Falstaff has had so much 
flesh that it is ironical that the spirit has escaped at all. (The irony is in- 
cieased, of course, by our knowing that Prince Hal little realizes how 
truly he speaks: the flesh that Falstaff so comfortably hugs about himself 
has not, as a matter of fact, allowed the spirit to escape.) 

Moreover, it is significant that the prince, although he thinks that 
Falstaff has died in battle, refers to him as a “ deer,” a .hunte d anim al, who 
would_not_fight back but would try to escape from the pursu it of death. 
“TTrom the standpoint of the huntsman" (death) he is a fine animal (“so fat 
a deer”), and to the prince a “heavy loss” (another pun) though “better 
men” have died for his cause that day. 

Is the prince mocking and cold-hearted? Hardlv; the jesting farewell 
is the sort which accords with the jesting and affectionate companionship 

I of the two in the past. It conveys a depth of feeling that perhaps would 
not be conveyed by a more solemn tribute. 

At least Falstaff, who of course hears the prince’s tribute, suffers no 
hurt feelings fiom the nature of the tribute. He has no shame and no 
qualms. In fact, only the word “Embowelled” runs the shivers up and 
down his back. The idea of being embalmed and given a fine butial by the 
prince stirs no regiets in him that he did not stand his ground and die 
honorably. Falstaff values his bowels. He is far from done with his gorbelly. 
Hotspur may have the prince’s compliment and the noble burial which, 
doubtless, the prince intends for him. Falstaff is perfectly satisfied to abide 
by the choice which he has made. 

I Falstaff’s Failure. Still, from the point of view of the need for responsi- 
bility and authority, Falstaff’s conduct is childishly frivolous, if not much 
worse— as is his conduct throughout the battle. On one level, it is very 
funny when Prince Hal reaches into Falstaff’s h olster and pulls out a bottle 
of sack; and the prince himself doubtless smiles las he delivers his repri- 
mand. But the reprimand is deserved: Falstaff woryt realize that the battle- 
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field is no place for joking. Indeed, though Shakespeare allows Falstaff his 
due even here, he has made the case against Falstaff very plain. 

Consider the incident in Act V. iv. An Elizabethan audience would not 
have missed the point when, just after Falstaff has stabbed the dead 
Hotspur, Prince Hal came on the scene with his younger brother, Prince 
John, and says to him 

I Co me, brother To hn: full bravely hast thou flesh’d 
Thy maiden sword. 

The commendation of Prince John applies ironically to “Brother” John 
Falstaff — here in full view of the audience — whose sword is a “maiden” 
sword too, which he has just “flesh’d” safely in the dead Percy. The boy 
, prince John has shown himself a man: Sir John Falstaff has shown himself 
a child. 

5. FALSTAFr AND THE WORLD OF HISTORY 

The student may possibly object to so heavy an emphasis upon the 
battlefield scenes: yet our search for the unity of the play demands that we 
consider carefully this one group of scenes in which all the characters come 
together. Besides bringing all the characters together, too, the battle scenes 
subordinate Falstaff, for all his delightfulness, to something larger (some- 
what to the resentment of readers ^o whom Falstaff is a kind of demigod); 
and this subordination itself is a unifying process. 

But the battle scenes do not cancel qy ; t the more widely discussed tavern 
scenes; they qualify the tavern scenes. We'may now return to reconsider 
the tavern scenes in the light of these qualifications. 

It is perhaps significant that Falstaff is introduced to us with the line; 
“ Now, Hal, what time of day is it, lad?” — a question which the prince 
answers with a jest: . . Wha t a devil hast thou_to do with the t ime of 

the day ? Unless hours were cups of sack and minutes capons and clocks 
the tongues of bawds and dials the signs of leaping-houses and the blessed 
sun himself a fair hot wench in flame-coloured taffeta, I see no reaso n why 
thou should st be so superfl uous to deman d the time of the day.” The 
jesting TrTthe prince’s speech may not come quite up to the better efforts 
of Falstaff himself; but the speech, quite apart from the jesting, is per- 
fectly true. It is true in a deeper sense than even the prince realizes. 

It is indeed an absurdity for Falstaff to ask the time of day', for Falstaff 
has properly nothing tqdo.»'it4vthe-w&i4d-ef-tune. He t ransc ends the time- 
ridden world of Important affairs — the world of appointment to be_kept, 
of tasks to be performed', of responsibilities to be undertaken. Time does 
not exist in his world. This is not' to say, 'bflcourse, "that Talstaff’s world is , 
one in which nothing ever happens. For Falstaff, that world is interesting , 
and even exciting* But in it, one is not "dogged Ty time just as the child is 
not dogged bv time in his world. 

Falstaff and the King. For Falstaff, each day is a new day, lived for 
I itself. The future does not cast" a cloud over the present. This characteristic 
Shakespeare Has’ emphasized by pointing up a sharp contrast between 
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Falstaff and the king. The king is bedeviled with insomnia; Falstaffis not. 
Even with the bailiff at the door looking for a “gross fat man’’ suspected of 
robbery, Falstaff behind the arras drops off to sleep as naturally as would 
an exhausted child. Falstaff has nothing to do with time; but Henry, the 
king, is obsessed with time. The king not only makes history — his life is_ 
'history. In the great tavern scene (II. iv) in which Falstaff plays the part 
of the king, Falstaff, as we have earlier observed (see Question 8 on Act II), 
parodies the sententious Euphuistic style which was popular in the period. 
But the parody involves more than a mere topical allusion: Falstaff is 
using the parody of style as an instrument for a deeper parody. He. is . 
mocking at the kind of seriousness with which authority has to express — 
and lake — itself: the carefully balanced antitheses, the allusions to natural 
history, the appeal to learned authorities, the labored truisms — e.g., 
“There is a thing, Harry, which thou hast often heard of, and it is known 
to many in our land by the name of pitch: this pitch, as ancient writers 
do report, doth defile; . . The fun is good-humored; but the criticism 
which it turns upon the institutions of authority is penetrating, and, as 
i far as it goes, perfectly fair. Falstaff as “king” in the tavern is a delightful 
| comedian because he is a recognizable monarch; that is, he does not use the 
■ pose of royalty merely for slap-stic^ effects. 

But Shakespeare, whom we see 'constantly balancing scene against scene, 
has the king “counterfeited” once more in the play — on the battlefield, 
where knights and nobles wear the knag's armor. Sir Walter Blunt, so 
dressed, is accosted by Douglas,, y^itH' “some tell me that thou art a 
king,” and replies with the noble lie, ^They tell thee true.” He fights with 
Douglas and dies for the king — doubly. Falstaff appears on the scene im- 
mediately and, noticing Blunt’s dead body, remarks “there’s honour for 
syou!” No aping of the king for him! The king’s robes in the tavern play j 
are one thing; the king’s coat of arms on the battlefield, quite another.* 

6. Shakespeare’s attitude toward falstaff and 

THE PRINCE 

Here we come to the crucial problem of unity: what attitude, finally, are 
we to adopt toward Falstaff and the prince? Which is right? With which 

* There has been of late a tendency to defend Falstaff even here: to say that Falstaff in his 
debunking of honor is right after all; that Falstaff sees truly through the empty conventions 
of “honor”; that he refuses to he taken in by the vainglorious pretensions of the usurper, 
Henrv Bolingbroke, to “honor" and to a legitimacy which he does not descive. Such critics 
go on to point out that the device of clothing a number of knights so as to counterfeit the king 
makes rather hollow all the talk about chivalry and honor that goes on with regard to the 
battle. 

But to take this position is to read into the play far more than the play warrants. If the 
dynastic pretensions of various people in fifteenth-century England seem trivial enough to us, 
they did not seem so to Shakespeare’s audience or to Shakespeare himself. There is nothing 

I 1 in the play to warrant the belief that Shakespeare is bitterly denying the reality of honor and 
chivalry. Falstaff never rises to a philosophic indictment which will issue in his calling down 
a “ plague on both your houses.” 
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, of the two are our sympathies finally to rest? Those readers who have felt 
I the charm of Falstaff and who have sensed the fact that Shakespeare is not 
I disposed to defend the duplicities of the king are surely right in refusing to 
dismiss Falstaff as a coward or buffoon. Furthermore, they may be right in 
feeling that Shakespeare has even revealed in Prince Hal himself a certain 
cold-blooded calculation. 


The probability is that we shall miss the play if we assume that Shake- 
speare is forcing upon us a choice of the either-or variety. Is it not possible 
that Shakespeare is not asking us to choose at all, but rather to contem- 
plate, with understanding and some irony, a world very much like the 
world that we know, a world in which compromises have to be made, a 


world in which the virtues of Falstaff become, under changed conditions, 
I v ices, and the vices of the Prince Hal become, under certain conditions, 
j necessarv, and thus, in a sense, accommodated to virtue? (One might well 
reverse the form of this statement. From the point of view of an Eliza- 


bethan audience, one would almost certainly have to reverse it thus: 


Falstaff’s vices partake of virtue and the virtues of the prince — an easy 
camaraderie, a genial understanding, an unwillingness to stand on a 
haughty dignity — are revealed to him ultimately as vices which must be 


put away.) 

The Two Worlds of the Play. Human beings live in a world of rime, and 
a world in which— except at rare heroic mom ents— compromises have to 
be made. Falstaff livesTasf we have already suggested, in a world of the 
eternal present, a timeless world which stand s apart from th e time-harried 
wo rfcToTTiJu 1 1 concerns. Yet SFakespeare Hceepsthe balance with com- 
plete' fairriessTEach world h as its c lajips. For the prince to be able to retire 
for awhile into Falstaff’s world is worth something to him. It testifies to 
his_hijcuapity, since Falstaff’s world is a part of the human world. It 
probablv makes "him a Fetter king than "he would bejf he followed his more 
calculating and limited father’s washes. Bathed in the light of Falstaff’s 
world, th e coldnessF the po m posit y, the pretentiousness of the world oT 
j high con cerns is proper l y exposed . Yet, after all, men must act: lesponsi- 
( biliti.es must be assumed. To remain in Falstaff’s worfcTis to deny the ieality 
i of the whole world of adult concerns. 

It is nonic, of course, that the human being is thus divided between the 
claims of two aspects of life. It is ironic, fiom one point of view, chat men 
must grow up at all — must grow away from the innocence of the timeless 
and amoral world of childhood into the adult world, where except when 
crises evoke extraordinary devotion and resolution, compromises and 
scheming are a regular, and perhaps inevitable, part of human experience. 
Prince Hal, for example, in entering into the world of affairs, loses some- 
thing as well as gains something— a matter which the play (particularly 
in its second part) rather clearlv indicates. Falsta ff ma y belong to a world 
^ unshado wed by tim e, but it is not for nothing th at Prince Hal appearsin a 
1 “history” play. He belongs to history — to the world of time— and in the 
BattlefofShrewsbury he enters into history. 
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7. HENRY IV AS MATURE COMEDY 

The problem of Shakespeare’s attitude toward Hal and Falstaffhas been 
argued for a long time, and doubtless will continue to be argued. At the 
end of Henry IV, Pari Tcco the prince, on being crowhed, publicly rejects 
FalstalF, and thus makes formal and explicit what is^ hinted at at £he_encf* 

8 of Part One. Having arrived at kingship with its serious duties, he can have 
no more time for such play as the Boar’s-Head Tavern afforded. Delight- 
ful as Falstaff is, he must now be put by. 

The Two Interpretations of Shakespeare’s Attitude. With regard to 
Shakespeare’s attitude toward this relationship there have been, in general, 
two courses taken. The first considers the two plays as constituting a study 
in the discipline of a young king, a king who was to be celebrated a a. -the 
ideal king in Shakespeare's TIenn< V. According to this interpretation, the 
two plays present FalstafF as undergoing a gradual degeneration ofcharac- 
■’ ter. Thus, it is argued, we lose some of our sympathy for him and_yre . 
.'reconciled to the young king’s rejection of him. 

The second interpretation reverses the first. Here it is argued that Fal- 
stafF retains our sympathies to the end. Hal’s conduct, on the other hand, 
is regarded as having, from the beginning, something of Machiavellian' 
^/policy in it. Hal delights in Falstaff’s company during his carefree youth 
( but dashes the old man’s hopes rather brutally _at the end by publicly dis- 
owning him and reading him a rather smug sermon on the subject of good 
conduct. 

Few critics have, of course, accepted either view without some reserva- 
tions and qualifications, but it may make the issues clearer to state the 
views in extreme form as is here done. That the matter of our attitude 
toward the FalstafF-Hal relationship is important comes out cleaily if we / 
consult the most recent book on the subject, Dover Wilson’s Falstaff. 
Wilson sees the plays as involving basically a study in kingship. Falstaff 
has to be rejected. Though, for Wilson, he" remains" brilliantly witty, even 1 
' through the whole of Ilenry IV, Part Tzvo, he becomes more boastful, i 
with a correspondent weakening of our sympathy for him. And Wilson 1 
defends the terms of the rejection: Hal is not a “cad or a prig.” Falstaff, 
after all, is not visited with a heavy punishment. The king sees to it that 
he, along with his other “wonted followers,” is “very well provided for.” . 

Shakespeare’s Balance. To repeat, the present analysis agrees on the 
need of having the matter both ways. Surely, Wilson is at his soundest 
when he argues that ^hakespeare ke^ps the balance most impartially 
between Hal arid Falstaff; but perhaps he might, on the whole, have nvde 
J out a more "convincingTrase had he pressed this argument further still 
instead of trying to mitigate the terms of FalstafFs rejection or to argue 
\that the later Falstaff becomes less attractive than the earlier Falstaff. Is 
mot the real point this: that in Hal’s rejection of Falstaff something isjost 
las well as gained — that a good king, on g"gra nts, must reject Falstaff, but_ 
Jnthat in the process _by\vhich a man becomes a good king, something else — 
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something spontaneous, something in itself good and attractive — must be 
sacrificed; that growing up is something which man must do and yet that 
even in growing up he loses, necessarily, something that is valuable? -- 

Shakespeare does not sentimentalize the situation. The rejection is neces- 
sary if Hal is to become the king that he ought to be and that England 
doubtless needs; and yet FalstafF’s dashed hopes are presented with due 
pathos. The sentimentalist will doubtless need to blacken Falstaff’s charac- 
ter a little — suppress his sympathy for him — in order to he able to accept 
his being turned off; or, if he is unable to do this, he will, in order to justify 
Falstaff’s rejection, doubtless have to blacken the prince’s character, read- 
ing into it more of the ‘‘vile politician Bolingbroke” than Shakespeare ever 
intended. The stern moralist (and he is nearer allied to the sentimentalist 
than is usually suspected) will do much the same; he will probably applaud 
the rejection of Falstaff whole-heartedly, or, just possibly and perversely, 
he will condemn the prince for his acceptance of pomp and power and for 
his cold heart. 

Neither the sentimentalist nor the moralist, then, will be able to accept 
the play in its fullness. .It is possible, of course, that even for the mature 
reader, the play finally'lacks unity — that the balancing of attitudes which 
has been argued for in this analysis is something which perhaps Shakespeare 
should have attempted to accomplish but did not, for one reason or an- 
other, actually succeed in accomplishing. This, of course, each reader must 
decide for himself. For the read er wh o remain s unconvinced of any totality 
of effect, th e play w ill probably remain a col fection~of brillianFT>ut ill- 
iasso rted fragm ents — the_s;ond,ex£ul--tavern_scenes juxtaposed_oddly_ with 
^passages of dull and pa wkk nistorv., f ty. 4 

For the reader, however, for whom the play does achieve a significant 
unity it may well seem that here Shakespeare has given us one of the 
wisest and fullest commentaries on human action possible to the comic 
mode — a view which scants nothing, which covers up nothing, and which 
takes into account in making its affirmations the most searching criticism 
of that which is affirmed. For such a reader, Shakespeare has no easy moral 
to draw, no simple generalization to make. 

Shakespeare’s Irony. Moreover, it will be evident that Shakespeare’s 
final attitude toward his characters (and toward the human predicament, 
generally) is one of a very complex irony, though it is an irony which will 
be either rhissetF altogether, or eaFily misinterpreted as an indifferent 
relativism — that is, a mere balancing of two realms of conduct and a 
refusal to make any judgment between them. The world which Shakespeare 
portrays here is a world of contradictions and of mixtures of good and evil. 
His vision of that world is ultimately a comic vision — if not gaily comic, 
and surely not bitterly comic, yet informed with the insights of mature 
comedy, nonetheless. For the comic writer does not attempt to transcend 
the world of compromises, even though the more thoughtful t\ liter of 
comedy, as here, may be fully aware of the seriousness of the issues. 
Comedy, after all, does not treat the lives of saints or heroes: it does not 
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attempt to portray the absolute commitment to ultimate issues — the total 
commitment which transcends, tragically and heroically, the everyday 
world that we know. Shakespeare does not present Prince Hal (as he might 
conceivably do in a tragic treatment) as a callous man, the scion of the 
I “vile politician Bolingbroke-” Hal will make a good ruler, and Falstaff 
|j would undoubtedly make a very bad ruler. Nor, on the other hand, is__. 
|| P alstaff portrayed as a villain: Falstaff, too, has his case. Falstaff’s wijt — 

; most of it at least — is not merely amusing, trifling! It constitutes a criticism 
I of the world of serious affairs, a criticism which, on certain levels, is 
.'thoroughly valid. The rulers of the world had better not leave it totally 
out of account. 

If the prince must choose between two courses of action — and, of course, 

" he must choose — we as readers are not forced to choose: indeed, perhaps 
the core of Shakespeare’s ironic insight comes to this: that man must 
/choose and yet that the choice can never be a wholly satisfactory one. If i 
1 the play is a comedy in this sense, then the “comic” scenes of the play turn 
out to be only an aspect of, though an important aspect of, tht larger 
comedy. To repeat, the reader must decide for himself whether he can 
accept the play as a fully unified organism. But the reader who can so 
accept it may well feel that it represents Shakespeare’s most sophisticated 
level of comedy, a comedy, indeed, more fine-grained and “serious” than 
the romantic comedies such as As You Like It and written with a surer 
touch than the “bitter” comedies such as All’s Well That Ends Well. 


QUESTIONS 

1. By way of summary, notice haw many characters Falstaff is, at one 
time or another, contrasted with or balanced against. Does this structure 
tend to create or prevent an artificial symmetry? Does it suggest that the 
meaning of Falstaff is narrow' and easily definable, or rich and elusive? 

2. Is Falstaff’s account of his battle with Hotspur (V. iv) anticipated by 
^ his account of the hold-up in II. iv? How', in each case, does he remain 

“master of the situation”? 

3. Note how the word counterfeit keeps echoing through \ . iv. ^ ou will 
find it, on one occasion, balanced against the word true, and you will also 
find other terms suggesting the same antithesis. Do such passages suggest 
to you a continued treatment of the problem suggested by the true-false 
chorus in Acts I and II? Consult Act II, Question 12. 

4. We have said that Shakespeare’s treatment of his theme is essentially 
comic — rather than sentimental or moralistic. In fact, the entire discussion 
of what the play “says” implies that the play is comedy and implies, at 
the same time, a definition of comedy. By w r av of taking a further step 
toward a definition of comedy, the student should re-read, in this connec- 
tion, the section “The Nature of Comedy” in the analysis of Lady Winder- 

\ mere’s Fan. In each play he will find a tendency to contemplate, in a 
| balanced, objective manner, the merits of certain contrasting claims to 
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] which human beings are subject. Elsewhere we have suggested, further, 
that “the way of the world” is a key phrase to the nature of comedy, 
' Does II entry IV tend to strengthen or diminish the merits of that sug- 
gestion ? 

5. It may have occurred to the student that a discussion of Ilenrv IF, 
Part One as a kind of comedy is really irrelevant since the play is technically 
not a comedy or tragedy but a “history.” (The first folio of Shakespeare’s 
plavs divides the plays into these three categories and places the Henry IV 
plays among the “histories.”) Yet even if we assume that there is a distinct 
sen re called history, still, is not the matter of the author’s attitude toward 
his characters and their doings relevant and important? Is it not obviously 

J of gieat importance in this play? And do not comedy and tragedy involve 
'most importantly the matter of attitude — the degree of seriousness, the 
degree of sympathy, the degree of ironical qualification with which the 
author would have his audience take the materials in question? 

6. The student should read Henry I J\ Part Two and then attempt to 
answer the following questions: Is there further development in the char- 
acter of Prince Hal? Does the character of Falstaff suffer any degeneration? 
Are the comic scenes in this part as funny as those in Part One? Do the 
history elements and the comedy elements in this play form a unity? If 
so, in what terms? What is the special role of Prince John in this play? 
Consider, in answering this question, the fact that Prince John ensnares 
the rebels by a piece of sharp dealing. Does this have any effect on our 
attitude toward the “honor” and chivalry of those who support the 
crowrn ? Does the absence of any figure like Hotspur on the rebel side affect 
our attitude toward the rebels? What attitude are we to take toward 
the rejection of Falstaff at the end of the play? In general, test your 
theories about Falstaff and Hal and about the general theme of Part One 
against the substance of Part Two. (In this connection read the first scenes 
of Henry V recounting the death of Falstaff. How does this last comment by 
Shakespeare on Falstaff affect, if at all, the total picture of Falstaff?) 

7. The student should read The Merry Wives of Windsor. Why have 
most scholars and critics agreed that the Falstaff here depicted differs from 
the Falstaff of the Henry plays? In what respects is he different? For what 
is his humor used in this play? Would it be fair to say that the comedy of 
this play approaches farce? Is it possible that The Merry Wives constitutes 
evidence that, since Falstaff is a more brilliant comic character in the 
“history” plays, the serious material, though superficially incongruous, is 
necessary after all? In other words, does not The Merry Wives suggest that 
the apparently incongruous mixture of history and comedy is justified 
since Falstaff, against a purely comic background, is really not so comic 
as Falstaff against the background of serious concerns? 
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Congreve, The W ay of the 
World 

W ILLIAM Congreve’s The Way of the World (1700) is 
usually thought of, despite its late date, as belong- 
ing to “Restoration Comedy” — the witty, satirical 
comedy characteristic of the period after the restoration of the Stuart line 
to the British thione in 1660. Indeed, Congreve’s play is often described 
as the last and best production of that period of English comedy. 

Although posterity has consistently made some such evaluation of the 
play, The Way of the World was not successful when it was first presented. 
As he reads, the student should try to discover the reasons why the play 
did fail, and at the same time why it has since been much admired. Two 
I aspects of the play which the student will very soon notice are the com- 
| plexity of the plot and the brilliance of the wit, and in these perhaps, all 
1 the answers may be found. 

It has been somewhat of a fashion to say that the plot can be ignored, 
more or less, and the witty passages simply read for their own sake; and it 
may be of service to the student to keep this dictum in mind as he reads. 
If he decides that the plot is indeed only a fiothy addition to the conversa- 
tion, he will of course have to conclude that the play falls short of dramatic 
perfection. But if he finds that he can make a case for the plot, he will 
obviously feel that Congreve has produced not only a witty, but also an 
integrated, work. 

At any rate, the student should not neglect the plot from the outset. 
To judge the play, he must see clearly what is going on, and he may do 
very well to give the play, before he attempts further study, the two care- 
ful readings which are needed if the plot is to be got straight. Nor will 
' repetition detract from appreciation of the repartee. 

It may well he that the student, as he begins to read this play, will find 
himself reminded of Sheridan’s The School for Scandal. The fact that he 
has read Sheridan’s play may, indeed, make the reading of Congreve’s 
comedy somewhat easier, for some of the resemblances between the plays 
are very real, and some are significant on a deeper level. But though the 
world of 1700, like that of 1777, was a world of coffee-houses, perhvigs, 
and brilliant fashion, the England of 1700 differs in some very important 
regards from the England of 1777. What is even more to the purpose, 
however, is that the plays differ even more — in mood, in atmosphere, in 
tone, in quality of intention. The student should obviously use his ac- 
quaintance with Sheridan’s play to illuminate Congreve’s: he should not, 
however, allow it to blind him to highly important differences which exist 
between them. 
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DRAM AT I 5 

F , in I'Jte r j,itk Mrs. Met’- a 

’ l, i* 1 hre viik Mutatnant 

r U 'j'j ' r s ,f ,l/ r ;. Mdlamanl 

If _ T 

Ft ll 7 A IT .VOL Li. ) a ■-irAher to 
>( 3 d net,’.' i~. Lad JVishfort 

_L, -na : 2' Mirabel 
> in r s Foormen, and Attendants 
L . < ' i hi op i, pv, to Mirabel!, for 
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Mr-. Map r. *- " 1/r /'aiva!/, 

and tine. M t'a- 1 1 

Mrs. Fain all, da^ihier : Lci\ If'isk- 
fort , and it i ! i 1 ' I si a „ formerly 
friend to Mir ale" 
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Mincing, ataman y .l/v. .1/: lamant 
[Betty, vaiting-maia at a chtcolate- 
housej 

[Peg. maid to Lady Jf~i:i.f'rf\ 

[Singer] 


' . f a , s'l %rr‘t na ed yye to her 
,1 ' I I law.ni. a _?.? ' lad , niece to 
Lr j iV i.hfort, and hies Mirabel l 

Scene: London 


PROLOGUE 


Of rho few fools who with ill stars are 
r O' <‘(1, 

j r ' i nbbling fools called poets, fare 
T>i worst - 

J t r i e a sort of fools w hich Fortune 

rri 1 as, 

\o 1 ..for she has made ’em fools, for- 

‘ l 1 ' s. 

W. ‘i iture’s oafs ’tis quite a different 

' f S 

I oi 1 oil me favors all her idiot-race. 

In in ’ o n nest the cuckoo-eggs we find, 
O’ 1 1 Inch she broods to hatch the 
t ii mgeling-kind. 

No pomon for her own she has to spare. 
So min <i she dotes on het adopted care. 
Pot r, are bubhles, by the town drawn 
in. • ii 

Sufi > i '1 at first some trifling stakes to 
\ in , 

But li it unequal hazards do they | 
i uni 

Each time they write they venture all | 
tin ,’ve won: 

llii -.quire that’s buttered 1 still, is 
sun to be undone. 15 

llii. mtlior heretofore has found your 
f p or; 

But ] l< uls no merit from his past behav- 
101. 

1 Compare the modern slang term. 


To build on that might prove a vain pre- 
sumption. 

Should grants, to poets made, admit re- 
sumption : 19 

And in Parnassus he must lose his seat, 

If that be found a forfeited estate. 

He owns with toil he wrought the fol- 
lowing scenes; 

But, if they’re naught, ne’er spare him 
for his pains: 

Damn him the more; hav e no com- 
miseration 

For dullness on mature deliberation. 25 

He swears he’ll not resent one hissed- 
off scene, 

Nor, like those peevish wits, his play 
maintain, 

Who, to assert their sense, your taste 
arraign. 

Some plot vve think he has, and some 
new thought; 

Some humor too, no farce — but that’s a 
fault. 30 

Satire, he thinks, you ought not to ex- 
pect; 

For so reformed a town who dares cor- 
rect? 

To please, this time, has been his sole 
pretence, 

He’ll not instruct, lest it should give of- 
fence. 
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Should he by chance a knave or fool ex- 
pose, 35 

That hurts none here; sure, here are none 
of those 

* In short, our play shall (with your leave 
to show it) 

Give you one instance of a passn e poet, 
Who to your judgments yields all resig- 
nation, 

So sate or damn, after your own discre- 
tion to 

ACT I 

< 

fSccNE A chocolate-house ] 

[Mirabe'l and Famall rising from cards, 
Betty 'caituig ] 

Mtrabell You are a fortunate man, 
Mr TainalH 

Famall Have we done? 

Mvabell What you please. I’ll play 
on to entertain you. 

rainall No, I’ll give you your retenge 
, another tune, when you are not so m- 
' different, you are thinking of something 
else now, and play too negligently The 
coldness of a losing gamester lessens the 
pleasure of the winner I’d no more pi iv 
with a man that slighted his ill fortune 
than I’d make love to a woman who 
undervalued the loss of her reputation 
Mirabill You hat eat iste extremely 
delicate, and arc for rehning on your 
pleasures 

' rainall Prithee, why so reserved 5 
Something has put tou out of humor 
Mvabe’l Not at all I happen to be 
grat e to-d ly, and t ou are g i> , that’s all 
Faihall Confess, Millainant and you 
quarrelled last night after I left you, my 
fair cousin has some humors that would 
tempt the patience of a stoic What, 
some coxcomb came in, and was well 
receited by her, while you were by ? 

Mtrabell. Witwoud and Petulant, and 
what was worse, her aunt, youi wife’s 
mother, my ex ll genius, or to sum up all 
in hei own name, my old Lady \\ ishfort 
canie in 

Famall Oh, there it is then* She has 
a lasting passion for you, and with 


reason — What, then my wife xvas 
there? 

Mtrabell Aes, and Mrs Marwood, 
and three or four more, whom I nexer 
S saxv before Seeing me, they all put on 
their grave faces, whispered one an- 
other, then complained aloud of the 
v apors 2 and after fell into a profound 
silence. 

10 rainall They had a mind to be rid of 
you 

Mtrabell For which reason I resolxed 
not to stir At last the good old lady broke 
through her painful taciturnity with an 
15 inventive against long xisits I xxould 
not has e understood her, but Millainant 
joining in the argument, I rose, and xxith 
a constrained smile, told her I thought 
nothing w as so easy as to know when a 
20 visit began to be trounlesome She 
rtddened, and I withdrew without ex- 
pecting her reply. 

/ ainall Tou were to blame to resent 
what she spoke only in compliance with 
25 her aunt 

1 Iuabtll She is more mistress of her- 
self than to be under the necessity of 
such a resignation 

l am all What' though h ilf her for- 
30 tune depends upon her mairying with 
my lady’s approbation? 

1 htabtll I wa» then in such a humor, 
that I should hax e been better pie lsed if 
she h id been less discreet 

35 1 am all Now I remember, I wonder 

not tliex’’ were wearv of you, list night 
x\ as one of their e ib il nights I hey 
have ’em three times a week, and meet 
bv turns it one inothei’s apirtments, 
40 w here they conic together like the coro- 
ner’s inquest, to sit upon the murdcicd 
reputations of the week You and 1 are \ 
excluded, and it xvas once proposed that • 
all the male sex should be excepted, but I 
45 somebody moved that, to ax oid sc tndal, J 
there might be one in in of the com- 
munity, upon which motion Witwoud 
and Petul mt weie tnrolled members 

Mirabill And who in iy hix i been the 
So foundress of this sect? My Lady Wish- 

2 The blues 
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fort, I warrant, who publishes her MirabtU \ ou pursue the argument 
detestation of mankind, and, full of the with a distrust that seems to be un- 
Mgor of hfty-h\e, declares for a friend aHected and confesses y on are conscious 
and rit iha and let posterity shift for of a concern for which the I idv is more 
itself, she’ll breed no more 5 indebted to you than is \our wife 

1 ainaV The discovery of your sham Fat nail Fie, fie, friend ' If you grow 
addresses to her, to conceal your lo\e to censorious I must lease you — 1 11 look 
her niece, has provoked this separation, upon the gamesters in the ne\t room, 
had you dissembled better, things might Muabcll \\ ho are thev ' 
ha\ e continued in the state of nature 10 1 ainall Petulant and \\ ltwoud. — [To 

Mu a! til I did as much as man could, Bett\ 3 Bring me some chocol ite [E\ii 
with anv reason ible conscience, I pro- raviall~\ 

ceeded to the very last act of flattery MirabtU Betty, w hat s iv s v our clock' 1 

with her, and was guilty of a song m her Bitt\ Turned of the last canonical 

commendation Nav, I got a friend to 15 hour, 1 sir [ E\it Bitty 3 
put her into a lampoon and compliment Muabtll How pertinently the jade 
her with the imputation of an affair with answers me 1 — [Looking on Ins tatch .~\ — 

a young fellow, which I carried so far Ila? almost one o’clock 1 — Oh, y’are 
that I told her the malicious town took come 1 [Enter a Savant 3 W ell, is the 
notice that she was grown fat of a sud- 20 grand affairover? \ou have been some- 
den, and when she lay in of a dropsy, thing tedious 

persuaded her she was repotted to be in Servant Sir, there’s such coupling at 
labor The devil’s in’t, if an old woman Pancras 0 that they stand behind one 

is to be flattered further, unless a man another, as ’twere in a country dance, 
should endeavor downright personally 25 Ours was the last couple to lead up, and 
to debauch her, and that inv virtue for- no hopes appearing of dispatch — be- 

bade me But for the discovery of this sides, the parson growing hoarse, vve 

amour I am indebted to your friend, or were afraid his lungs would hive failed 

your wife’s friend, Mrs Marwood before it came to our turn, so we drove 

raxnall \\ hat should provoke her to 30 round to Duke’s-place 0 and there they 
be your enemy unless she has made you were riveted in a trice 
advances which you have slighted? Mirabell So, so 1 \ou are sure they 
Women do not easily forgive omissions are married ? 

of that nature Servant Married and bedded, sir; I 

Mirabell She was always civil to me 35 am witness 1 

till of late I confess I am not one of MuabeH Have you the certificate? 
those coxcombs who aie apt to interpret Servant Here it is, sir 

a worn in’s good m inners to her preju- MirabtU Has the tailor brought Wait- 

dn c, and think that she who does not will's clothes home, and the new Ii v- 


refuse ’em everything, can refuse ’em 40 
nothing 

rautall You are a gallant man, Mira- 
bell, and though you may have cruelty 
enough not to satisfy a lady’s longing, 
you have too much generosity not to be 45 
tender of her honor ^ et you speak with 
an indifference which seems to be 
affected and confesses you are conscious 
of a negligence. 

3 \ liqueur flavored with fruit or fruit 
kernels 


Servant Yes, sir 

Mirabell That’s well Do you go home 
again, d’ye hear, and adjourn the con- 
summation till further orders Bid Wait- 
well shake his ears, and Dame Partlet 
rustle up her feathers and meet me at 

’ Hour of legal marriage in a palish church 
6 St. Pancras Church, where marriages 
were performed without t license at any time. 
6 Site of St lames s chuich, where many 
irregular mairiaeis took platt 
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one o’clock by Rosamond’s Pond, 7 that failings, I studied 'em, and got ’em by 
I may see her before she returns to her rote 1 he catalogue w as so large that I 
ladv, and as you tender your ears be was not without hopes one day or other 
secret [Exit Servant J [Letter ramall to hate her heirtily to which end I so 
an l Betlx ] S used imself to think of ’em, that at 

ramall Joy of your success, Mirabel], length, contrary to my design and ex- 
you look pleased peetation, they gas e me e\ cry hour less 

Mnahtll Aye, I has e been engaged in and less disturbance, till in a few days 
a matter of some sort of mirth, ss Inch is , it became habitual to me to remember 
not yet ripe for discoi ery I am glad this io ’em without being displeased They are 
is not a cabal night I svonder, h amall, jnow grossn as familiar to me as ms own 
that you, ssho are married and of con- 1 fr nlties, and, in all probability, in a 
sequence should be discreet, ssill suffer (little time longer I shall like ’em as 
your wife to be of such a party well 

I amall f aith, I am not jealous Be- 15 I ainal’ Many her, marry her 1 Be 
sides, most who are engaged aie women half as ssell acquainted with her charms 
and relations, and for the men, thty are as you are ssith her defects, and my life 
of a kind too contemptible to gise on’t, you are your own man again, 
scandal Mvabell Say you so ? 

Mirabell • I am of another opinion 30 ramall Aye, aye, I have experience: 
The greater th e coxcom b^ alss ays the_ I have a wife, and so forth [Enter 
more the scan dal, lor a womnn w'ho is Merit nger J 

not a fool, can have but one reason for Altsstn&tt Is one Squire Witwoud 
associating with a man who is one. here? 

] amall Are you jealous as often as 25 Betty Yes, what’s your business’ 
you see Witwoud entertained by Milla- Merrengtr I have a letter for him 
mani? from his brother Sir Wilfull, which I am 

Mirabell Of her understanding I am, charged to deliver into his own hands 
if not of her person. Betty He’s in the next room, friend — 

raiiuiU A ou do her wrong, for, to 30 that way [Exit \hssenget ] 
give her her due, she has wit Mvabell What, is the chief of that 

Mirabell She has beauty enough to noble family in town — Sir Wilfull Wit- 
make any man think so, and com- woud ? 

plaisame enough not to contradict him / amall He is expected to-day Do 
who sh ill tell her so 33 you know' him' 1 

I amall For a passionate lover, me- Mirabell I have seen him, he promises 
thinks you are a man somewhat too dis- to be an extraordinary person. I think 
cerning in the failings of your mistress you have the honor to be related to 
Miiabdl And for a discerning man, him 
somewhat too p issionatc a lover, for 1 4.0 1 amall Yes, he is half-brother to this 

like her with all her faults — nay, like Witwoud by a former wife, who was 
her for her faults Her follies are so sister to my Lady Wishfort, my wife’s 
natural, or so artful, that they become mother If you marry Millamant, you 
her, and those affectations which in an- must call cousins too. 
other woman would be odious, sen e but 45 Mirabell I had rather be his relation 
to make her more agreeable I’ll tell thee, than his acquaintance. 

Famall, she once used me with that ratnall: He comes to town m order 

insolence, that in revenge I took her to to equip himself for travel. 

pieces, sifted her, and separated her Mirabell ■ For travel 1 Why, the man 

50 that I mean is above forty 

Famall: No matter for that; ’tis for 


7 In St James’s Park, scene of Act II 
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4 the honor of Engla qd, tha t all Europe sion, my clears! Pity me, Fainall! Mira- 
should "know we have blo ckheads of all bell, pity me! 

; ages. ~~ Mirabell: I do, from my soul. 

, \~~~Mirabell: I wonder there is not an act Fainall: Why, what’s the matter? 

1 iof parliament to "sa ve the cre dit of the j JFitwoud: No letters for me, Petty? 
[nation, an T~prohiE»it the exportat ion of Betty: Did not a messenger bring you 
jfools. ’ one but now, sir? 

. Fainall: By no means; 'tis better as JFitwoud. Aye, but no other? 

\’tis. ’Tis better to trade with a little Betty: No, sir. 

/loss, than be quite eaten up with being ro JFitwoud: That’s hard, that’s very 
/overstocked. hard. — A messenger, a mule, a beast of 

Mirabel/: Pray, are the follies of this burden! He has brought me a letter 
knight-errant and those of the squire his from the fool my brother, as heavy as a 
brother anything related? panegyric in a funeral sermon, or a copy 

Fainall: Not at all; Witwoud grows i 3 of commendatory verses from one poet 
by the knight, like a medlar 8 grafted on to another. And what’s worse, ’tis as 
a crab. One will melt in your mout h, sure a forerunner of the author as an 
and t’other set your t eeth on edge; one epistle dedicatory, 
is all nuln. an c TtKeuther all cor e. Mirabell: A fool, — and your brother, 

Mirabell: So one will be rotten beforeyto Witwoud ! 
he be ripe, and the other will be rottem JFitwoud: Aye, aye, my half-brother, 
without ever being ripe at all. My half-brother he is, no nearer, upon 

( Fainall: Sir Wilfull is an odd mixture honor, 
of bashfulness and obstinacy. — But Mirabell: Then ’tis possible he may 

when he’s drunk, he’s as loving as the as be but half a fool, 
monster in Tlu Tempest and much JFitwoud: Good, good, Mirabell, le 
after the same manner. To give t’other drble! Good, good; hang him, don’t let’s 
his due, he has something of good na- talk of him. — Fainall, how does your 
ture, and does not always want wit. lady? Gad, I say anything in the world 
Mirabell: Not always; but as often as 30 to get this fellow out of my head. I beg 
his memory fails him, and his common- pardon that I should ask a man of 
place of comparisons. He is a fool with a pleasure and the town, a question at 
/ good memory and some few scraps of once so foreign and domestic. But I 
' other folks’ wit. He is one whose con- talk like an old maid at a marriage; 
versation can never be approved; yet 33 I don’t know what I say. But she’s the 
it is now and then to be endured. He has best woman in the world, 
indeed one good quality — he is not ex- Fainall: ’Tis well you don’t know 
ceptious; for he so passionately affects what you say, or else your commenda- 
the reputation of understanding raillery, tion would go near to make me either 

that he will construe an affront into a 40 vain or jealous. 

jest, and call downright rudeness and ill JFitwoud: No man in town lives well' 
language, satire and fire. with a wife but Fainall. — Your judg- 

Fainall: If you have a mind to finish ment, Mirabell? 
his picture, you have an opportunity to Mirabell: You had better step and ask , 
do it at full length. — Behold the 45 his wife if you would be credibly in- ^ 
original! \_Enter JFitwoud.'] formed. 

JFitwoud: Afford me your compas- JFitwoud: Mirabell? 

8 Fruit resembling the crab-apple; edible Mirabell. Aye. 
only when it begins to decay. * Caliban; cf. JFitwoud: My dear, I ask ten thou- 
the Dryden-Davenant version of the play, 5° sand pardons — gad, I have forgot what 
Act III I was going to say to you ! 
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Mirabell I thank you heartily, heart- all our failings You’re too hard upon 
ily him — you are, faith Let ine excuse him 

ll'itjjoud No, but prithee, excuse I can defend most of his faults, except 

me — -my memory is such a memory one or two One he has, th it’s the truth 

, Mirabell Have a care of such apolo- 5 on’t, if he were my brother, I could not 
gics, Witwoud, for I never knew a fool acquit him — that, indeed, I could wish 
but he affected to complain either of the vvert otheivvise 

spleen 10 or his memory Mnabell Aye, marry, what’s that, 

fauiall What have you done with V it\\ oud ? 

Petulant? 10 Hi t loud 0 pardon me' — Expose the 

Wit-ooud He’s reckoning his money infirmities of my friend ? — No, my dear, 

— my money it was I have no luck to- excuse me there 

dav r cnnall What 1 I wairant he’s un- 

< 1 amall You may allow him to win of sincere, or ’tis some such trifle 

you at plaj, for you are sure to be too 15 Witxoud No, no, \\h it if he be? ’Tis 
hard for him at repartee Since you no matter for that, Ins wit will excuse 
monopolize the wit that is between vou, that A wit should no more be sincere 
the fortune must be his, of course thin a woman constant, one armies a 

Mirabell I don’t find that Petulant decay of parts, as t’other of beauty 
confesses the superiority of wit to be 20 Muabill Maybe you. think him too 
your talent, Witwoud positive? 

Witcuoud Come, come, y ou are IVil uoud No, no, his being positive 

malicious now, and would breed de- is an incentive to argument, and keeps 

bates — Petulant’s my friend, and 1 v ery up con\ ers ition 
honest fellow, and a \ery pretty fellow, 25 V cnnall Too lllitente? 

and has a smattering — faith and troth, Wit voud That? 1 hat’s his happiness: 
i pretty deal of an odd sort of a sm ill his want of learning gives him the more 
wit Nay, I’ll do him justice I’m his opportunities to show his n itural parts, 
friend, I won’t wrong him — And if he Mirabell He wants words? 
had anv judgment in the world, he 50 JFitcuoud Aye, but I like him for that, 
would not be altogether contemptible now, fer his want of words gives me the 
Come, come, don’t detract from the pleasure very often to explain his mean- 
merits of my friend mg 

ramall You don’t take your friend Fainall He’s impudent? 
j to be over-nicely bred? 35 Wit 1 oud No, that’s not it. 

WitJioml No, no, hang him, the rogue Muabill Vain 5 

has no manners at all, that I must own Wit uoud No 

— no moie bretding th in a bumbailv, Muabell What* He speaks unseason- 
that I grant vou — ’tis pay, faith, the able truths sometimes, beciuse he has 
fellow has hre and life 40 not wit enough to invent an evasion? 

Mirabell What, courage? WiUuoud Truths? ha 1 ha 1 ha 1 No, no; 

Wit’uoud Hum, faith I don’t know as since you will have it — I mean, he 
to that, I can’t say as to that Yes, faith, never speaks truth at all — th at’s all . He 
in a controveisy, he’ll contradict any- will he li ke a-ETiaiVlbufmaid, of ag oman 
/ body 45 of quality's porter Now, that is a fault. 

Mirabell Though ’twere a man whom [_Enter Coachinan ] 
he feared, or a woman whom he loved? Coachman Is Master Petulant here, 
Witrioud Well, well, he does not al- mistress? 
ways think before he speaks — we have Bill\ Yes 

50 Coachman Three gentlewomen in a 
coach would speak with him 


10 Melancholy, bad humor. 
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Paniall 0 brav e Petulant' — three 1 won’t come — let ’em snn el and cry 

Bit 1 \ I’ll tell him thur hearts out 

Ciachman \ ou must brine; two dishes 1 amall \ou aie veiv eiuel, Petulant 

of chocolate and a glass of cinn inion- Petulant 41 l’s one, let it piss I have 

water [Lwt Coachman ] 5 a humor to be cruel 

If it nud 1 hat should be for two fast- Mirabtll I hope they are not persons 

ing strumpets, and a bawd troubled of condition that you use al this rate 
with wind Now you in ly know what Pitulant Condi tion I cond ition’s a 

the three are dried fig if I am not in humor' — By this 

Miralrll , 1 ou are a ery free w ith y our ro Hand, if they were your — a — a— your 
friend’s acquaintance wh lt-d’ye-call-’ems themselves, they 

f Ji it Loud Aye, aye, friendship with- must wait or rub off, if I want appe- 
out freedom is as dull as love without tite 

enjoyment, or wine without toasting Mirabtll What-d’ye-call-’ems' What > 
But to tell vou a secret, these are trulls 15 are they, Witvvoud ? 
whom he allows coichhire, and some- JJ’iHoud Empresses, my dear by 

thing more, by the w eek, to call on him your what-d’ye-call-’ems he means 
once a day at public places sultana queens 

Mi rabell How 1 Petulant Aye, Roxolanas 11 

JJ it coud You shall see he won’t go 20 Mirabel l Crv you mercy 

to ’em, because there’s no more com- ramall Witvvoud s ivs they are — 

pany here to take notice of him — Why, Petulant What does be say th’ are ? 

this is nothing to what he used to do, WUrooud I ? Fine ladies, I s ly 

before he found out this way, I have Petulant Pass on, Witvvoud — 

known him call for himself 25 Hark’ee, by this light, his relations— two 

la nail Call for himself 1 What dost co-heu esses, his cousins, and an old aunt 
thou mean 5 w ho lov es catervv mling better than a 

IP it, 'd Mean 1 Whv, he would slip con v entitle 12 
you out of this chocolate-house just fl it loud H 1, ha, ha' I had a mind to 
when vou had been talking to him, as 30 see how the rogue would come off — Ha, 
soon <s vour back was turned — whip, ha, ha' Gad, I can’t be angrv with him 

he was gone' — then trip to his lodging, if he had said they were my mother and 

clap on a hood and scarf and a mask, my sisters 
slap into a hackney-coach, and drive Mi rabell No ? 

hither to the door ig un in a trice, where 33 IPitooud No, the rogue’s vvt and 1 
he would send m for himself, that is, I readiness of invention charm me Dear 
mean — e ill for himself, vv nt for himself, Petul int' 

n i\, and wh it’s more, not finding him- Bitt\ They are gone, sir, m great 
self, sometimes leav e a letter for him- anger. 

self 40 Petulant Enough, let ’em trundle. 

MirabeH I confess this is something Anger helps complexion — sav es paint 

extraordinary — I believe he waits for Faxnall This continence is all dissem- 
himself now, he is so long a-coming — bled, this is in order to have something 
Oh 1 I ask his pardon [Enter Petulant ] to brag of the next time he nr>kes court 
Betty Sir, the coach stays 45 to Millamant and swear he has aban- 1 

Petulant Will, well, I come — ’Sbud, doned the whole sex for her sake 
a m in had as good be a professed mid- Mirabel! Hive you not left oft your 
wife as 1 professed whorem ister, at this 

rate' To be knocked up and raised at all 11 Sultana in Davenant’s H v ie%e of 
hours, and in all places' Pox on ’em, I 30 Rhodes 12 A non-conformist uli_ious gather- 
won’t come' — D’ye hear, tell ’em I mg, reputedlv torn! r f loud worship 
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lmp-Jt-nt pretensions there yet ? I shall Petulant Well, hark’ee [Mirabell and 
cut a our throat some time or other, Petulant talk apart ] 

Petal mt, about that business rainall \_To If it mud ] Petulant and 

P t limit Aye, aye, let that pass — you both will find Mirabell as warm a 
there ire other throats to be cut 5 m al as a lo\ er 

Mnabtll Meaning mine, sir ? ff it loud Pshaw* pshaw* that she 

Pitulant Not 1 — I mean nobody — I laughs at Petulant is plan And for my 

know nothing But there ire uncles and part, but that it is almost a fashion to 
nephews m the world — indtheynnvbe admire her, I should — h irk’ee — to tell 

n\ ils — -whit then' All’s one for that 10 you 1 secret, but let it go no further — 
Muahell How * Hark’ee, Petulant, ^between friends, I shall never break nr, 
come hither — explain, or I shall call your I heart for her . 
inttipreter Pamall How* 

Pitulant L\plain ? I know nothing ff it mud She’s handsome, but she’s 
\\ hi, you ha\e an uncle, ha\e you not, ij a sort of an uncertain woman 
litely come to town, and lodges bv my i auiall I thought you had died for 
L ulv \\ ishfort’s f her 

Muahell I rue fVitooud Umh — no — 

Petulant Why, that’s enough — \ou 1 auiall She has wit 

and he ire not friends, and if he should 20 ff'it mud ’Tis what she will hardly 
marry and h vc e a child you may be dis- allow inybody else Now, demme* I 
inherited, hi ? should hate th it, if she were as hand- 

MirautU Where hast thou stumbled some as Cleop itra Mirabell is not so 
upon all this truth ? sure of her as he thinks for 

Pitdant All’s one for th it, why, then. 25 I auiall Why do you think so ? 
say I know something ff'it 1 ntd We st lyed pretty late there 

Mvabill Come, thou irt an honest last night, and heard something of an 

fellow, Petulant, ind sh lit m ike lo\ e to uncle to Mirabell, who is lately come to 

my mistress, thou sha’t, filth What town — and is between him and the best® 

ha-t thou heard of ms unde 1 ' 30 p irt of his estate Mirabell and he are 

Pttidaiit I ? Nothing, I If throats are it some distance, as my Lady Wish- 
to be cut, let swords dish* snug’s the fort has been told, and you know' she 

word, I shrug and am silent hates Mirabell worse than a Quake r 

l Inal ell Oh, raillery, raillerj * Come, hales a parrot, or than a fishmonger 

I know tl o 1 ut m the women’s secrets 35 hates a hard frost AVhethei this uncle 

— What, >cu’re a cabahst, I know you has seen Mrs Millam mt or not, I can- 
stayed at Mill imant’s last night after I not sac, but there were items of such a 

went W to there any mention made of tre ity being in embryo, and if it should 

my urd or me ? Tell me If thou h idst come to life, poor Mirabell would be in 

but gooJ nature tqu il to thy wit, Petu- 40 some sort unfortunateh fobbed, 11 l’faith 
lant, Tony Witwoud, who is now thy rainall ’Tis impossible Millamant 
competitor m fame, would show as dim should hearken to it 
by thee as a dead whiting’s eye by a fFitvoud Faith, my dear, I can’t tell, 
pearl of orient, he would no more be seen sfre’s a woman, and a kind of humorist 11 
by thee than Mercury is by the sun. 45 Ahralull [To Petidant J And this is 
Come, I’m sure thou wo’t tell me the sum of what you could collect last 

Pitulant If I do, will jou grant me night ? 
common sen ,e then, for the future ? Petulant l'he quintessence Maybe 

Muahell I aith. I’ll do what I can for Witwoud knows more, he stayed longer 
thee, and I’ll pray that Heaven may 50 

grant it thee in the meantime. " Cheated 14 Odd or unpredictable person 



39§ 


MORE MATURE TYPES 


Besides, they never mind him; they say Thou shalt to the Mall with us, and we’ll 
anythin!’ before him. be very severe. 

Mirabell: I thought you had been the Petulant: Enough! I’m in a humor to 
greatest favorite. be severe. 

Petulant: Aye, tete-a-tete, but not in 5 Mirabcll: Are you? Pray then, walk by 
public, because I make remarks. yourselves: let not us be accessory to 

Mirabell: Do you? your putting the ladies out of counte- 

Petulant: Aye, aye; pox, I’m mali- nance with your senseless ribaldry, 

cious, man! Now, he’s soft, you know; which you roar out aloud as often as 

they are not in awe of him — the fellow’s 10 they pass by you; and when you have 

well-bred; he’s what you call a — what- made a handsome woman blush, then 

d’ve-call-’em, a fine gentleman. — But you think you have been severe, 

he’s silly withal. Petulant: What, what? Then let ’em 

Mirabell: I thank you. I know as either show their innocence by not 
much as my curiosity requires. — Fainall, 15 understanding what they hear, or else 
are you for the Mall? 15 show their discretion by not hearing 

Fainall: Aye, I’ll take a turn before what they would not be thought to 

dinner. understand. 

JVitzvnud: Aye, we’ll all walk in the Mirabell: But has not thou then sense 

Park; the ladies talked of being there. 20 enough to know that thou oughtest to 
Mirabell: I thought you were obliged be most ashamed thyself when thou hast 
to watch for your brother Sir Wilfull’s put another out of countenance? 

arrival. Petulant: Not I, by this hand! — I 

Wit:nnd: No, no; he comes to his always take blushing either for a sign of 

aunt’s, my Lady Wishfort. Pox on him! 25 guilt or ill breeding. 

I shall be troubled with him, too; what Mirabell: I confess you ought to think 
shall I do with the fool? so. You are in the right, that you may 

Petulant: Beg him for his estate, that plead the error of your judgment in de- 
I may beg you afterwards, and so have fence of your practice, 
but one trouble with you both. 30 Where modesty’s ill manners, ’tis but 

JVitzvoud: Oh, rare Petulant! Thou art lit ’ " 

as quick as fire in a frosty morning. T hat imp ude nce and mali ce pass f or 

wit. [_Exe uivl\ 

15 Along St. James’s Park. 

NOTES AND QUESTIONS ON ACT I 

This first act serves to give us some glimpse into the world in which the 
action of the play takes place. It is the London of the late seventeenth 
century: it is a world of coffee-houses and periwigs and elaborately formal 
dress. But the world of the play is particularized further still: it is an upper- 
class world, a world of fine ladies and attractive, idle gallants. The world 
of farms and shops lies all about it but does not enter into it. True, there 
are servants who bob in and out of it, and later there will appear a rough 
and hearty squire from the country. But the world is essentially one of 
fashionable people, gaming, gossiping, pursuing their amours. 

The scene revealed in the first act specializes this world one degree 
further still: certain aspects of the world of society are heightened and em- 
| phasizcd. It is a world which not only sets a great deal of store by brilliance, 
j 1 but also succeeds, to a great degree, in being brilliant. The conversation 
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S is filled with epigrams and neat retorts. Moreover, ir is a knowing and / 
sophisticated conversation, full of shrewd and frequently cynical observa- 
tions on the way in which human beings behave. The characters plum e 
.-themselves on knowing the “way of the world.” 

■* 1. In the period in which the action of "the play takes place, the coffee- 

houses and chocolate-houses were very important centers of male society. 
How does placing the opening scene in a chocolate-house help to indicate 
the nature of the world of the play'? 

2. Act 1 is de\ oted largely to exposition:, of Mjrabell’s courtship of Milla- 
mant; 'the anger of Lady W ishfort, Mill am ant’s aunt^at /Mirabell because 
oFTis pretended love for her: the fact that Millamant will lose half her" 
fortune if she marries without Fief aunt’s consent; Marwood’s antagonism" 
to Mirabell; there is also a slight hint of a Marwood-Fainall liaison, and' 
even of Fainall's hoping to get Alillamant’s money. Find the passages~in~ 
which we are informed about these matters and decide whether the infor- 
- mation is conveyed easily and “naturally.” Note which matters Congreve 
tries to clarify by mentioning them more than once. 

Note that the information extends, beyond the mere facts, to the tone 
of the society and therefore of the play which deals with that society. It 
is a society of complex relatio nships a nd schemings; at this point we may 
well w'ondeT whether such a world — and the play' — is capable of greater 
depths than those of intrigue. What can Tongreve do wifH~if? MirabelT 
* ' wants to marry Millamant; presumably he wi shes to keep her fortune; lie 7 ' 
must come to terms with a scheming world, a brillian t wo rld that is hard" 
on fools; he seems a critical observer tather than_an ardent lover, and_ 
Millam ant sounds rather fashionable than romantic. In what terms can 
a love-story flourish in this milieu? Merely as another trick in TTricIty 
plot? Or in a really convincing, significant way? 

3. Why does not the author confine the act to the conversation of two 
persons, Mirabell and Fainall? Why does he bring in Petulant and Wit- 
W'oud, who seem to have no major part in the action? What do they' add, 
d if anything? 

i 4. Is the wittincss of the conversation meant, in part at least, to keep 
] the retailing of the necessary' exposition from becoming dull? Is it success- 
ful in this regard? What else does the incessant play of wit do? 

5. Are the appearance of the footman and his conversation about his 
marriage at Pancras merely a bit of mystery-mongering ? Mirabell’s eager- 
ness to make sure that the marriage has taken place and his evident satis- __ 
f) faction on confirming the new's, a satisfaction which Fainall notices, would ' 
/-indicate that Mirabell is planning some sort of scheme. Does this liven 
ir up the mere retailing of the exposition in this opening act? Does it add 
forward movement? 

6. What is gained, if anything, by having Mirabell appear as the rather 
studiedly critical lover (p. 393a, 32 ff.)? What is Mirabell’s real attitude 
toward Millamant? Does his attitude heighten or diminish the possibility 
of the love-plot’s producing a sentimental effect? 


V. 
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7. What is gained by Congreve’s postponing our introduction to the 
heroine, Millamant? Of our introduction to her aunt, Lady Wishfort? 

8. Analyze the wit in Mirabell’s account of his making love to Lady 
Wishfort and in the passage characterizing Sir Wilfull. Is it in any way 
reminiscent of the wit in Lady Windermere’s Fan? 


ACT II 

[Scene: St. James’s Park.] 

\_Enter Mrs. Fainall and Mrs. Alar- 
wood.'] 

Mrs. Fainall: Aye, aye, dear Mar- 
wood, if we will be happy, we must find 
the means in ourselves and among our- 
selves. Men are ever in extremes — either 1 
doting or averse. While they are lovers, 
if they have fire and sense, their jeal- 
ousies are insupportable; and when they 
cease to love — (we ought to think at 
least) they loathe; they look upon us 1 
with horror and distaste; they meet us 
like the ghosts of what we were, and as 
from such, fly from us. 

Airs. Alarwood: True, ’tis an unhappy 
circumstance of life, that love should 2 
ever die before us and that the man so 
often should outlive the lover. But say 
what you will, ’tis better to be left than 
never to have been loved. To pass our 
youth in dull indifference, to refuse 2 
the sweets of life because they once 
must leave us, is as preposterous as to 
wish to have been born old because we 
one day must be old. For my part, my 
youth may wear and waste, but it shall 3 
never rust in my possession. 

Airs. Fainall: Then it seems you dis- 
semble an aversion to mankind only in 
compliance to my mother’s humor? 

Mrs. Marwood: Certainly. To be free; 3 
I have no taste of those insipid dry dis- 
courses with which our sex of force must 
entertain themselves apart from men. 
We may affect endearments to each 
other, profess eternal friendships, and 4 
seem to dote like lovers; but ’tis not in 
our natures long to persevere. Love will 
resume his empire in our breasts and 
every heart, or soon or late, receive and 
readmit him as its lawful tyrant. 4 


Mrs. Fainall: Bless me, how have I 
been deceived! Why, you profess a 
libertine. 

Mrs. Alarwood: You see my friendship 
5 by my freedom. Come, be as sincere; 
acknowledge that your sentiments agree 
with mine. 

Mrs. Fainall: Never! 

Mrs. Alarwood: You hate mankind? 
o Mrs. Fainall: Heartily, inveterately. 

Mrs. Alarwood: Your husband? 

Mrs. Fainall: Most transcendently; 
aye, though I say it, meritoriously. 

Mrs. Alarwood: Give me your hand 
; upon it. 

Mrs. Fainall: There. 

Airs. Alarwood: I join with you; what 
I have said has been to try you. 

Airs. Fainall: Is it possible? Dost thou ^ 
o hate those vipers, men ? 

Mrs. Alarwood: I have done hating 
’em, and am now come to despise ’em; 
the next thing I have to do, is eternally 
to forget ’em. 

5 Mrs. Fainall: There spoke the spirit 
of an Amazon, a Penthesilea! 

Airs. Alarwood: And yet I am thinking 
sometimes to carry my aversion fur- 
ther. > 

o Mrs. Fainall: How? 

Airs. Alarwood: Faith, by marrying; 
if I could but find one that loved me 
very well and would be thoroughly sensi- 
ble of ill usage, I think I should do 
5 myself the violence of undergoing the 
ceremony. 

Airs. Fainall: You would not make f 
him a cuckold? 

*c 

Mrs . Marzvood: No; but Fd make him '« 
0 believe I did, and that’s as bad. 

Mrs. Fainall: Why had not you as 
good do it? 

Mrs. Marwood : Oh, if he should ever 
discover it, he would then know the 
S worst and be out of his pain; but I 
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would have him ever to continue upon Mirabel t: The persons concerned in 

the rack of fear and jealousy. that affair have yet a tolerable reputa- 

Mrs. Fainall: Ingenious mischief! tion. I am afraid Mr. Fainall will be 
would thou wert married to Mirabell. censorious. 

* Mrs. Marteood: Would I were! 5 Mrs. Fainall: He has a humor more 

Mrs. Fainall: You change color. prevailing than his curiosity, and will 

Mrs. Mar wood: Because I hate him. willingly dispense with the hearing of 
Mrs. Fainall: So do I, but I can hear one scandalous story, to avoid giving an 

him named. But what reason have you ioccasion to make another by being seen 
to hate him in particular? lotto walk with his wife. This way, Mr. 

Mrs. Marwood: I never loved him; he IMirabell, and I dare promise you will 
is, and always was, insufferably proud. oblige us both. [_Exeunt Mrs. Fai n all and 
Mrs. Fainall: By the reason you give Mirabell . ] 

* for your aversion, one would think it Fainall: Excellent creature! Well, sure 
dissembled; for you have laid a fault to 15 if I should live to be rid of my wife, I 
his charge, of which his enemies must should be a miserable man. 

acquit him. Mrs. Marwood: Aye? 

Mrs. Marwood: Oh, then it seems you Fainall: For having only that one 
are one of his favorable enemies! Me- hope, the accomplishment of it, of con- 
thinks you look a little pale — and now 20 sequence, must put an end to all my 
you flush again. hopes; and what a wretch is he who 

Mrs. Fainall: Do I? I think I am a must survive his hopes! Nothing re- 
little sick o’ the sudden. mains when that day comes but to sit 

Mrs. Marwood: What ails you? down and weep like Alexander when he 

, Mrs. Fainall: My husband. Don’t you 25 wanted other worlds to conquer, 
see him? He turned short upon me un- Mrs. Marwood: Will you not follow 
awares, and has almost overcome me. ’em? 

[_E nler Fainall and Mirabell.'] Fainall: Faith, I think not. 

Mrs. Marwood: Ha, ha, ha! He comes Mrs. Marwood: Pray, let us; I have a 
opportunely for you. 30 reason. 

Mrs. Fainall: For you, for he has Fainall: You are not jealous? 
brought Mirabell with him. Mrs. Marwood: Of whom? 

Fainall: [ To Mrs. Fainall] fMy dear! Fainall: Of Mirabell. 

Mrs. Fainall: My soul! Mrs. Marwood: If I am, is it incon- 

\ Fainall: You don’t look well to-day, 35 sistent with my love to you that I am 
child. tender of your honor? 

Mrs. Fainall: D’ye think so? Fainall: You would intimate, then, as 

Mirabell: He is the only man that if[there]] were a fellow-feeling between 
does, madam. my wife and him. 

Mrs. Fainall: The only man that 40 Mrs. Marwood: I think she does not 
would tell me so, at least, and the only hate him to that degree she would be 
man from whom I could hear it without thought. 

mortification. Fainall: But he, I fear, is too insensi- 

J Fainall: Oh, my dear, I am satisfied ble. 
jf 4 of your tenderness; I know you cannot 45 Mrs. Marwood: It may be you are de- 
resent anything from me, especially ceived. 

what is an effect of my concern. Fainall: It may be so. I do not now 

Mrs. Fainall: Mr. Mirabell, my begin to apprehend it. 

mother interrupted you in a pleasant Mrs. Marwood: What? 
relation last night; I would fain hear 50 Fainall: That I have been deceived, 
it out. madam, and you are false. 
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Mi r Mar uoocl That I am false! \\ hat I am all Ila, ha, ha 1 You are my wife’s 

mean -sou 11 friend, too 

la it! ! lo let you know I see Mir Mar mod Shame and ingrati- 

through all y our little arts — Come, a ou tuilcl Do vou reproach me? \ou, you 

both lose him, and both hase equ illv 5 upbi ud mi' Has e I been t ilse to her, 

dissembled vour asersion ^ our mutu il through strict fidelity to you, and sacri- 

/ jealousies of one another has e made sou heed my friendship to keep my lose 

v clash till you hase both struck hre 1 inviolite 5 And hase sou the baseness 

have seen the svarm confession redden- to eh irge me ssith the guilt, unmindful 

ing on your cheeks uid spirkling from 10 of the merit? lo you it should be meri- 
your eyes torious that I has e been s mous and do 

Mr f Mar ood A ou do me ss rong sou reflect that guilt upon me svhich 

ramall I do not ’Tssas for my eise should lie buried in sour bosom? 

to os ersee and ssilfully neglect the gross / ainall A ou misinterpret my re- k 
advances made him by my ssife, that 15 proof I meant but to remind you of the 
by permitting her to be engaged, I slight account you once could make of 
might continue unsuspected in my strictest ties sshen set in competition 
pleasures and take you oftener to my ssith your lose to me 
arms in full security But could you Mir Mar rood ’ 1 is f ilse, you urged 
think, because the nodding husband 20 it ssith deliberate in dice I ’ Is is spoken 
would not svake, that e’er the svatchful in scorn, and I never ss ill forgise it 
loser slept? ramall Your guilt, not your resent- 

Mrs. Mar mod And svheressithal can yment, begets your rige If yet you 
you reproach me? ' ' losed, you could forgise a jealousy, but 

Fainall With infidelity, with loving 25 you are stung to find you are discovered. ( 
another — ssith los e of Mir ibell Mrs Marxood It shall be all dis- 

Mrs Maraood ’Tis false 1 I challenge covered — A ou too shall be discovered; 
you to shosv an instance that can eon- j^/be sure you shall I can but be exposed, 
firm your groundless accusation I hate — If I do it myself I shall pres ent your 

him 1 30 baseness 

Fainall And svherefore do you hate ramall Why, what will you do? 

him 5 He is insensible, and your resent- Mrs Maruiood Disclose it to your 

ment follosvs his neglect An instance 1 — 1 svife, osvn sshat has passed betsseen us 

the injuries you have done him are a ramall Frenzy I 

proof — your interposing in his love 35 Mrs Mai mod By all my wrongs I’ll 1 

What cause had you to make discoveries do’t 1 — I’ll publish to the world the m- 
of his pretended passion? — to undeceive juries you have done me, both in my 
the credulous aunt, and be the officious fame and fortune 1 With both I trusted 
obstacle of his match with Milhmant? you, — you, bankrupt in honor, as 
Mrs Marzuood My obligations to my 40 indigent of wealth 
lady urged me I had professed a friend- ramall Your fame I have preserved 
ship to her, and could not see her easy Your fortune has been bestowed as the 
nature so abused by that dissembler prodigality of your love would have it, 
ramall What, was it conscience, m pleasures which we both have shared. _ 
then Professed a friendship 1 Oh. th e 4 S Yet, had not you been false, I had ere 
pious friends hips of the fema le s y x 1 this repaid it — ’tis true Had you per- 

1 Its Uarvood Mori T tender, more mitted Mirabell with Milhmant to 

f smccie, an d more e ndunng than' all the have stolen their marrnge, mv lady had 
vain and empty v ows of me n, whether been incensed beyond all means of recon- 
jurofessing love to us or mutual faith 50 cilement; Millamant had forfeited the 
to one another. moiety of her fortune, which then would 
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have descended to my wife — and where- you wrong, and any way, every way will 
fore did I marry but to make lawful make amends. I’ll hate my wife yet 

prize of a rich widow’s wealth, and more, damn her! I’ll part with her, rob 

squander it on love and you? her of all she’s worth, and we’ll re- 

1 Mrs. Marzuood: Deceit and frivolous 5 tire somewhere — anywhere — to another 
pretence! world. I’ll marry thee — be pacified. — 

Fainall: Death, am I not married? ’Sdeath, they come! Hide your face, 
What’s pretence? Am I not imprisoned, your tears. — You have a mask; wear it a 
fettered? Have I not a wife? — nay, a moment. This way, this way — be pen- 
s' ife that was a widow, a young widow, iosuaded. \_Exeu nt.~\ [Enter Mirabell and 
a handsome widow; and would be again Mrs. l'ainall .] 
a widow, but that I have a heart of Mrs. Fainall: They are here yet. 

proof, and something of a constitution Mirabell: They are turning into the 

'"to bustle through the ways of wedlock other walk, 
and this world! Will you yet be recon- 15 Mrs. Fainall: While I only hated my 
died to truth and me? husband, I could bear to see him; but 

M rs. Mar-vood: Impossible. Truth and since I have despised him, he’s too 
you are inconsistent — I hate you, and offensive. 

shall forever. Mirabell: Oh, you should hate with 

Fainall: For losing you? 20 prudence. 

Mrs. Marzuood: I loathe the name of Mrs. Fainall: Yes, for I have loved 
love after such usage; and next to the with indiscretion. 

guilt with which you would asperse me, Mirabell: You shou ld have just so 
I scorn you most. Farewell! much disgust for your "husband as’"may 

, Fainall: Nay, we must not part thus. 25 be sufficie nt to make you rel ish voiir 
Mrs. Marzuood: Let me go. lover. 

Fainall: Come, I’m sorry. Mrs. Fainall: You have been the cause 

Mrs. Marzuood: I care not— let me go that I have loved without bounds, and 
— break my hands, do! I'd leave ’em to would you set limits to that aversion of 
get loose. 30 v hich you have been the occasion? Why 

Fainall: I would not hurt you for the did you make me marry this man? 
world. Have I no other hold to keep you Miiabell: Why do we daily commit 
here? disagreeable and dangerous actions? To 

Mrs. Marzuood: Well, I have deserved pve that idol, reputation. If the famili- 
1 it all. 35iarities of our loses had produced that 

Fainall: You know I love you. ^consequence of which you were appre- 

Mrs. Marzuood: Poor dissembling! — hensive, where could you have fixed a 
Oh, that — well, it is not yet — • father’s name with credit but on a 

Fainall: What? What is it not? What husband? I knew Fainall to be a man 
is it not yet ? It is not y et too late — 40 lavish of his morals, an interested and 

Mrs. Marzuood: No, it is not yet too professing friend, a false and a designing 
late — I have that comfort. lover, yet one whose wit and outward 

Fainall: It is, to love another. fair behavior have gained a reputation 

1 Mrs. Marzuood: But not to loathe, de- with the town enough to make that 
fi r* test, abhor mankind, myself, and the 45 woman stand excused who has suffered 
whole treacherous world. herself to be won by his addresses. A 

Fainall: Nay, this is extravagance! — better man ought not to have been 
Come, I ask your pardon — no tears — I sacrificed to the occasion, a worse had 
was to blame, I could not love you and .not answered to the purpose. When you 
be easy in my doubts. Pray, forbear — I joiare weary of him, you know your 
believe you; I’m convinced I’ve done 'remedy. 
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Mis I ui n all I oufcht to stand m man, though ’tssere no more than what 
some decree of credit with vou, Mirabel) a butler could pinch out of i n ipkin 
MuahiH In justice to sou, I have I Mir / ama>l 1 cnialc fr ultv 1 We 
made sou puss to my w hole design, ind vmu?t ill come to it if ssc Inc to be old 
put it in your power to ruin or ads ance 5 and feel the erasing of a f ilsc appetite 
my fortune sshen the true is decajed 

Mrs I auiall Whom hase S'ou in- 1 hrabell An old ss Oman’s ip petite is 
structed to represent your pretended deprased like that of a girl — ’tis the 
uncle ? green sickness of 1 second childhood, 

MirabtV Waitssell, mv sersant 10 and, like the faint oftci of 1 latter spring, 

Mrr ramall He is an humble sers'- series but to usher in the fall and 
ant 1 to foible, my mother’s ssoman, withers m an affected bloom 
and may ss in her to s r our interest Mis I am all Here’s sour mistress 

MirabtH Care is taken for that — she [Enter Mrs Millamant, II it loud, and' 

is won and worn by this time. They 15 Mincing ] 

svere married this morning Mirabcll Here she comes, l’futh, full 

Mrs ramal! Who 5 sail, ssith her fan spre id tnd her stream- 

Mirabell Waitssell and Foible I ers out, and a shod of fools for tenders 

ssould not tempt any sersant to betray Ha, no, I try her meres 1 

me by trusting him too far If your 20 Mrs rainall I see but one poor empty 
mother, in hopes to rum me, should sculler, and he toss s her ssom in ifter him 

consent to marry my pretendeJ uncle, Jhrabtl! [_lo Mrr Millamant"} Vou 
he might, like Mosca in / he ro \ ,* stand seem to be unattended, m id im You 

upon terms, so I made him sure before- ijused to hase the b, an m< ndi throng 

hand 2«iafter vou, and a flock of gav hne perukes 

Mrs Fat uall So if my poor mother is "lios enng round you 
caught in a contract, you will discover II it oud Like moths abo ut a ca ndle 
the imposture betimes, and release her — I had like to h is e lost my comparison 

by producing a certificate of her gallant’s for s\ int of breath 
former marriage 30 Mrs Millamant Oh, I hase denied 

Mirabell A es, upon condition that my self airs to-dav I hase ssalked as fast 
she consent to mv marriage svith her through the cross J — 
niece, and surrender the moiety of her If it u md As a f 1' onte just disgraced, 
fortune in her possession and ssith as fess follossers 

Mrs Fat tall She talked last night of 33 ^ Mrs Millamant Dc ir Mi \\ itssoud 
endeasoring at a match between Willa- truce ssith your similitudes, for I’m as 
mant and your uncle sjick of ’em — 

MaabtU I hat sv is by 1 oible’s direc- | ft it toud As a phssici 111 of i good air 
nor and my instruction, th it she might — I cannot help it, m ul im, though ’tis 
seem to carry it more privately 40 against myself 

Mrr ramall Well, I have an opinion Mrs Millamant Yet aga in 1 Mincin g, 
of your success, for I believe my lady stand betsveen me an cThisssit 
ssill do anything to get a husband, and Wikooud Do, Mrs Mincing, like a J 

sshen she has this svhich you have pro- screen before a grate fire — I confess I 
s ided for her, I suppose she will submit 45 do blaze to-day, I am too bright 
to ins riling to get rid of him Mrs I am all But, deir Millamant, 

l/i a ill Aes, I think the good lady svhy svere you so long ? 
ssould marry anything that resembled a Mrs Millarna it Long' Lord, have I 

not made violent haste ? I have asked 
1 Devoted to 8 See Ben Jonson’s Volpone, 50 every living thing I met for you, I have 
V. v. nouired after you as after a nesv f isluo" 
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lVifjooud: Madam, truce with your 
similitudes. — No, you met her husband, 
and did not ask him for her. 

Mrs. Millamant : By your leave, Wit- 
woud, that were like inquiring after an 
old fashion, to ask a husband for his 
wife. 

lf'itxoud: Hum, a hit! a hit! a pal- 
pable hit! I confess it. 

Mis. Fainall: You were dressed before 
I came abroad. 

Mrs. Millamant: Aye, that’s true. — 
Oh, but then I had — Mincing, what 
had I? Why was I so long? 

Mincing: O mem, your la’ship stayed 
to peruse a pecket of letters. 

Mrs. Millamant: Oh, aye, letters — I 
had letters — I am persecuted with 
letters — I hate letters. — Nobody knows 
how ;o write letters — and yet one has 
’em, one dees not know why. They 
serve one to pin up one’s hair. 

JVivjsoud: Is that the way? Pray, 
madam, do you pin up your hair with 
all your letters? I find I must keep 
copies. 

Airs. Millamant: Only with those in 
verse, Mr. Witw'oud ; I never pin up my 
hair with prose. I think I tried once, 
Mincing. 

Mincing: 0 mem, I shall never forget 
it. 

Mrs. Millamant: Aye, poor Mincing 
tift and tift 3 all the morning. 

Mincing: Till I had the cremp in my 
fingers, I’ll vow', mem; and all to no pur- 
pose. But when your la’ship pins it up 
with poetry, it sits so pleasant the next 
day as anything, and is so pure and so 
crips. 

Witwoud: Indeed, so “crips”? 

Mincing: You’re such a critic, Mr. 
Witwoud. 

Mrs. Millamant: Mirabell, did you 
take exceptions last night? Oh, aye, and 
went away — now I think on’t I’m 
angry — No, now I think on’t I’m 
pleased — for I believe I gave you some 
pain. 

3 Arranged. 


[I Mirabell: Does that please you? 

I Mrs. Millamant: Infinitely; I love to 
■ / give pain . 

Mirabell: You would affect a cruelty 
Sjwhich is not in your nature; your true 
•ivanitv is in the power of pleasing. 

Mi r. Millamant: Oh, I ask your par- 
■idon for that — one’s cruelty is one’s 
power; and when one parts with one’s 
io cruelty, one parts with one’s power; 
and when one has parted with that, 1 
fancy one’s old and ugly. 

Mirabell: Aye, aye, suffer your cruelty 
to ruin the object of your power, to de- 
ij stroy your lover — and then how vain, 
how lost a thing you’ll be! Nay, ’tis 
true: you are no longer handsome when 
'you’ve lost your lover; your beauty dies 
upon the instant, for beauty is the lov- 
20 er’s gift. ’Tis he bestows your charms — 
your glass is all a cheat. The ugly and 
■the old, whom the looking-glass rnorti- 
jfies, yet after comme ndati on can be 
'flattered by it and discover "Beauties in 
225.1c; for that reflects~our praises, rather 
than your face. 

Mrs. Millamant: Oh, the vanity of 
; these men! Fainall, d’ye hear him? If 
" they did not commend us, we were not 
30 handsome! Now you must know they 
could not commend one, if one was not 
handsome. B eauty the l o\ er’s gift! — 
Lord, what is a lover, that it can give? 
Why, one makes lovers as fast as 
35 one pleases, and they live as long as 
one pleases, and they die as soon as one 
pleases: and then, if one pleases, one 
makes more. 

Witwoud: Very pretty. Why, you 
40 make no metre of making of lovers, 
madam, than of making so many card- 
matches. 

Mrs. Millamant: One no more owes 
one’s beauty to a lover, than one’s wit 
4S ( to an echo. They can but reflect what 
,/ we look and say — vain empty things if 
we are silent or unseen, and want a 
being. 

Mirabell: Yet to those two vain 
50 empty things you owe the two greatest 
pleasures of your life. 
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Mn Millamant How so' 

^ 1 hrabtll lo y our lover \ou ow e the 
[pleasure of heiring vourselv es. praised, 
and to a n echo the p leasure of hearing 
V ourselv es talk. 

[, II it Loud But I know a lady that 
loves talking so mcessintU, she won’t 
giv e an echo fair plaj , she has that 
everlasting rotition of tongue, that an 
echo must w ait till she dies before it can 
catch her last words 


Mirabtll Not m our phy sic, it may be 
Mrs Millamant And vet our dis- 
temper, in all likelihood, will b" the 
s line, for w e shall be sick of one mother 
;1I sh i n’t endure to be rcprn n indcd nor 
Jinstructed, 'ti s so dull to act j lw ivs bv 
| advice, and so tedious to Tic' toIcT of 
pone’s faults— I c in’c be ir it W ell, I 
? won’t Hav e you, Mirabtll,— I’m re- 
10 solved — I think — you mav go — H i, h , 
ha' NN hat would you give, that ycu 


Mi r 1 liUama t Oh. fiction 1 — Fain ill, could help loving me? 



let us le iv c these men Mirabtll I would giv c something that 

Muabtll £ isidt to Mrs Painall ] vou did not know I could not help it *b 
Driw off \\ ltuoud 15 Mrs Millamant Come, don’t look 

Mrs ramaU Immediately — £ 'Pond 3 grave, then Well, what do vou say to 

I h iv e a word or two for Mr AN ltwoud me ! 


Extunt Kit toad and Mrs Painall ] Mirabel 1 I say that a man may as 

Mirabtll [_Po Mrr Millamant ] I soon make a friend by his wit, or a 
would beg a little pnv ate audience too 2d fortune by his honesty, as wip a woman 
— N ou had the tyranny to deny me 1 1st | b v plain d ealing and sinceri ty 
night, though you knew I came to 1m- Mrs Millamant Sententious Mira- 
p irt a secret to you that concerned my bell' Prithee, don’t look with that 
love violent and inflexible wise face, like 


Mrs Millamant N ou saw I was en-25 Solomon at the dividing of th e child in 
gaged anoldjapesttyffiangmg 

Mi auell Unkind' You had the leisure MirabeU \ ou are merry, madam, but 
to entertain a herd of fools — things who I would persuade you for a moment tq 
visit you from their excessive idleness, be serious 

bestowing on vour easiness that time 30 Mrs Millamant What, with that 
which is the encumbrance of their lives face 5 No, if you keep your countenance, 
How cm 3 ou hnd delight in such so- ’tis impossible I should hold mine Well, 

cietv ' It is impossible they should after all, there is something very moving 

admire vou, thev are not capable — or in a lovesick face Ha, ha, ha' — Well, I 

if thev were, it should be to you as a 3, won’t laugh, don’t be peevish — Heigho at 

me rtihcation, for sure t o please a fool, is now I’ll be melancholy — as melanchoty 1 . 

so me decree of fol ly -as a watch-light 1 Well, Mirabel), if evei 

Mr Millamant I pie ise myself Be- you will win me, woo me now — Nay, ll 
.sides, sometimes to converse with fools you are so tedious, fare 30U well, I see 
/ is for m3 health 40 they are walking away 

Mxrabell Your health' Is there a Mirabell Can you not find in the 
worse disease than the conversation of variety of your disposition one mo- 
Tools ? ment — 


Mrs Millamant Yes, the vapors, fools Mrs Millamant To hear you tel] mess 
are physic for it, next to asafoetida 45 Foible’s married, and your plot like tc 
Mvaotll You are not in a course of speed? No 1 

fools r Mirabel I But how came you to know 

Mis Millamant Mirabell, if you per- it? 
sist in this offensiv e freedom, you’ll dis- Mrs. Millamant: Without the help cf 
please me — I think I must resolve, after 50 
all, not to have you, we shan’t agree. 


4 A candle in a sick room 
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the devil, you can’t imagine — unless she in my pocket to show him, w hich I’ll be 

should tell me herself Which of the two sure to say has made him so enamored 

it may have been I will lease you to con- of her beiuty, that he burns with im- 
sider, and when you have done thinking patience to lie at her ladyship’s feet 
1 of that, think of me [ \E\it Mrs Mdla- 5 and worship the original 

mant ] Mirabell Excellent I oible' Matn- 

Mirabell I hav e something more 1 — mony has made you eloquent in love. 

Gone 1 — Think of } 011 ? To think of t If ait veil I think she has profited, sir; 
whirlwind, though ’twere in a whirl- I think so 

and, were a case of more steady con- 10 Foible You have seen Madam Milla- 
Vemplation — a a uy tr inquillity of mind mant, sir? 
and mansion A fellow that liv es in a Mirabell Yes 

windmill, has not a more whimsical Foible I told hei, sir, because I did 

* dwelling than the heart of a man that is not know that you might find an oppor- 
lodged in a woman There is no point of 1 5 tunity, she had so much company last 
the compass to which they cannot turn, night 

and by which they are not turned, and Mirabell \our diligence will merit 
by one as well is another For motion, more — m the meantime — [Gnes money ] 
not method, is their occupation To Foible O dear sir, your humble serv- 
know this, and yet continue to be in! 10 ant 1 

love, is to be made wise from the dic-j Wait veil [ Putting forth his hand ] 
tates of reason, and yet persevere tcj Spouse 

play the fool by the force of instinct — Mirabell Stand off, sir, not a penny I 
Oh, here come my pair of turtles 1 — — Go on and prosper, Foible — the lease 

\\ hat, billing so sweetly' Is not Valen- 25 shall be made good and the farm stocked 
tine’s Day over with \ou yet? [Filter if we succeed 

Waitiell and rmble~\ Sirrih Waitwell, Foibl- I don’t question your gener- 
ic hy, sure you think you were married ositv, sir, and you need not doubt of 
for your own recreation, and not for my success If you hav e no more commands, 
conveniency 30 sir, I’ll be gone, I’m sure my lady is at 

Waitzoell A our pardon, sir With sub- her toilet, and can’t dress till I come — 
mission, we have indeed been solacing Oh, de ir, [looking out] I’m sure that 
,n lawful delights, but still with an eye was Mis Marwood that went by r m a 
to business, sir I have instiucted her as mask' If she has seen me with you, I’m 
4 well as I could If she can take your 34 sure she’ll tell my ladv I’ll make haste 
directions is readily as my instructions, home and prevent her \ our servant, 
sir, your affairs are in a prosperous w ay sir — Rye, Waitw cl! [L\it / oible ] 

1 Mirabell Giv e you joy, Mrs Foible Waitvill Sir Rowland, if you please. 
1 oible Oh, ’las, sir, I’m so ashamed' — — The jade’s so pert upon her prefer- 

I’m afr ud my lady has been in a 40 ment she forgets herself 
thousand inquietudes for me But I pro- Mirabell Come, sir, will you endeavor 
test, sir, I made as much haste as I to forget yourself, and transform into S11 

could Rowland? 

/ Wait veil That she did indeed, sir It IVaiHell Why, sir, it will be lmpossi- 
4 ' was my fault that she did not make 45 ble I should remember myself — Mar- 

more ried, knighted, and attended all in one 

Ahrabtll That I believe day' ’tis enough to make any man 

1 oibh But I told my lady as you in- forget himself The difficulty will be 

strutted me, sir, that I had a prospect how to rccovci my acquaintance and 

of seeing S ir Rowland, y our uncle, and so familiarity with my former self, and fall 
that 1 wouTT put her ladyship’s picture from my transformation to a reforma- 
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tion into W’jitwell. Nay, I shan’t be ‘jAye, there’s the grief; that’s the sad 
quite the same \\ aitwell neither; for j change of life, 
now, I remember me, I’m married and 1T0 lose my title, and yet keep my wife, 
can’t be my own man again. [Exeunt . 1 

NOTES AND QUESTIONS ON ACT II 

We have seen how Act I is devoted largely to exposition and to es- 
tablishing of tone. Act II really continues the process, for here we learn 
of the relations of Mirabell and Mrs. Fainall, of Mrs. Fainall and her 
husband, of Mrs. Marwood’s relation to Mirabell and Fainall, and of 
Fainall’s having an eye on Millamant’s money. Indeed, the play may 
I hardly be said to go forward in this act, for little “happens” except that 

I Foible and Waitwell, having been married, report to Mirabell for orders. 
Mirabell’s conspiracy — about which we learn more — is launched, though 
it does not really influence the action before Act III. And at best it is only 
a part of the main action — Mirabell’s suit to Millamant. 

Two questions will probably occur to the reader: (1) Is_the pla y too slo w 
ip starting ? (2) Does the plot become too much involved? Some people 
who saw the play in 1700 felt that the plot was too slight. We know, for 
example, that a Lady Marow wrote at the time to an acquaintance in the 
country: “‘ The Way of the World ,’ Congreve’s new play, doth not answer 
expectation, there being no plot Tn it but many witty things to ridicule the 
Chocolate House, and the fantastical part of the world.” 

As for slowness: we may assume that Congreve wished to allow us ample 
time in which to become acquainted with the characters and their complex 
relationships. In the latter half of the play events occur with breath-taking 
rapidity; one reversal of situation hurries upon another. It may be argued 
that their effectiveness is increased by the rather leisurely beginning. A 
more important point, perhaps, is that the brilliant wit of a good deal of 
the first two acts is — as Congreve may have hoped — a partial compensation 
d for our not having a sharper sense of forward movement. The wit offers a 

II kind of tension and intellectual movement of its own. But the fact is that 
we still do not have as definite a sense of dramatic forces and direction as 

’ we might have. 

As for complexity of plot: whatever Lady Marow may have meant by 
the “fantastical part of the world,” certainly the complication of the love 
affairs to which we are introduced borders on the fantastical. The tangle 
is possible, of course, but it hardly seems probable. Yet this we should 
take into account: that Congreve is engaged in heightening and stylizing 
what is already a heightened and artificial world. He is not thereby freed, 
of course, from his responsibility to give us a world which has some rela- 
tion to the world of human nature which we know; that is, there must be 
i I some level on which the world of the play is not merely a distorted and un- 
natural world. But, here again, noticing the special character of his ma- 
terial, we may be willing to suspend judgment and wait. A fine caricature 
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may hit off a character as well as a fine portrait or a good photograph. We 
are willing to let the caricaturist falsify details — even violate the natural 
order of things — if he knows what he is doing and if his caricature as a 
| whole does give us the subject. 

Congreve is, as a matter of fact, using a sort of caricature as his method 
rather than attempting to give us a scientifically accurate picture of life 
among the upper classes in 1700. Petulant, for instance, is doubtless more 
foppish than any real fop. Mirabell is probably a little more studiedly 
■detached than any lover is likely to be — then or now. Congreve is ob- 
/viously laughing at his sophisticated world, and the tangle of relationships 
which he exhibits is one way of suggesting that that world is artificial, 
too devious, over-sophisticated. (The method, however, does not debar 
him from presenting the characters as laughing at themselves or as having 
| idepths beneath their surface raillery. In reading the rest of the play, indeed, 
J'the student should see to what extent such depths are suggested, especially 
on Mirabell and Millamant.) 

Another aspect of the complexity of relationships, however, and one 
which equally demands our attention, is the purely technical problem of 
how clearly that complexity is conveyed to the reader. If the reader or 
audience remains constantly confused, that fact obviously militates some- 
what against the total effectiveness of the work. At this point we are ready 
to note one part of Congreve’s method which undoubtedly creates eon- 
j siderable difficulty for us : more than any playwright whom we have studied, 
,he depends upon talk about characters and situations to present to us what 
! we should know about them. In Act I, for instance, Mirabell and Fainall 
talk about nine other characters who are otherwise unknown to us. Nor 
is the talk idle chat: we are obviously meant to be identifying, and learning 
things about, these otherwise unknown characters. With five of them, we 
are not aided by a personal appearance until Act II; tzco do not appear until 
Act III. Thus Act I imposes an almost unbearable weight of attention 
upon the audience; and a reader is often called upon to go back, sort out, 
and study the various pieces of information which he has been given. In 
,no other play in this book has an author demanded such active and intense 
i collaboration from his readers. (We may observe, too, that the wit which 
is shared by almost all the characters, even some of the servants, tends to 
blur out such distinctions as are made among the characters. Compare 
Lady Windermere' s Fan, where, from the start, we have a relatively 
“straight” character, Lady Windermere, as the focal point for a good deal 
of the action.) 

By now it is clear, therefore, that the reader who wishes to cooperate 
successfully with the author must be unusually alert in looking for passages 
that convey important information. Of course, in all mature literature, a 
high degree of alertness is essential; here, however, it is required, not only 
for the meaning, but also for plain matters of fact which usually we may take 
for granted. 

1. At the beginning of this act Mrs. Fainall and Mrs. Marwood dis- 
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cuss their attitudes toward Mirabell and toward the male sex generally. 
How do their speeches bear upon the central problem of the play? 

2. Is the quarrel between Mrs. Marwood and Fainall in this act too 
bitter for the tone of a gay comedy? What is its function in the play? 
Does it contribute to the toner Does it serve notice that the issues of this 
play are “serious” ones, after all? 

3. What does the banter between Mirabell andMillamant (p. 405a, 44ff.) 
reveal: that Millamant is really cruel? That_she lo ves power, or t hat she 
is fearfid _that a wife has no power? Does Ivfirabell really believe that 
beauty is the gift ot' t he lover, o r isffie. on the other hand, fearful lest this 
turn out to bS"frue indeed ? Are these people in love with each other? How 
seriousl}' are we to take the speech which Mirabell utters just after Milla- 
mant has left him? 

4. To Mirabell’s question, “What, billing so sweetly! Is not Valentine’s 
Day over with you yet?” Waitwell the servant answers: “With submission, 
we have indeed been solacing in lawful delights; but still with an eye to 
business, sir.” In what ways does the speech make an ironic commentary 
on the concerns of the play: on the love affairs of the fashionable? On the 
way of the world ? On the institution of marriage ? On the hopes of Milla- 
mant and Mirabell? 

5. What is ironic in the way in which Mr. and Mrs. Fainall address 
each other on their first meeting in the act (p. 401a, 33 ff.) ? 

6. How much insight into human motives and impulses does Fainall 
appear to have ? 

7. In the interview between Mirabell and Mrs. Fainall (p. 403b, 15 ff.), 
do you find anything in Mrs. Fainall’s character difficult to explain? Is she 
too spiritless? 

8. Analyze the source of the humor in Millamant’s lines about pinning 
up her hair (p. 405a, 31 ff.). Beneath the fooling, is any serious discrimina- 
tion among lovers implied? 

9. Millamant openly says that she likes “to give pain” (p. 405b, 2-3). 
What does the fact that she says this tell us about her character? 

10. What lines in the final speeches of Mirabell, Foible, and Waitwell 
are meant to direct our attention to coming actions? 

11. Note how a series of witticisms sometimes develops from a single 
concept or image, e.g., “ want of_ bieath” (p. 404b, 29 ff.); and health and 
disease (p. 406a, 38 ff.). 


ACT III 

f Scene: A room in Lady Wishfort’s 
house.] 

[ Lady JVishfnrt at her toilet. Peg taait- 
ing-2 

Lady Wishfort: Merciful! no news of 
Foible yet? 

Peg: No, madam. 


Lady Wishfort: I have no more pa- 
tience. — If I have not fretted myself till 
I am pale again, there’s no veracity in 
me! Fetch me the red — the red, do you 
shear, sweetheart? — An arrant ash-color, 
as I am a person! Look you how this 
wench stirs 1 Why dost thou not fetch 
me a little red? Didst thou not hear me, 
Mopus? 1 

10 1 Cf. modern “dope.” 
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Peg The red ratafia, does your lady- has been abroad since morning, and 
ship mean, or the cherry-brandy ? never heard of since 

Lath II uhfort Rataha, fool 1 No, fool Mrs Marwood 1 sail her but noiv as 
Not the ratafia, fool — grant me pa- I came mashed through the park, in 

tience' — I mean the Spanish paper, 2 5 conference with Mirabell 
idiot — complexion, darling Paint, paint, Lad j Wishfort With Mirabell' — You 

paint 1 — dost thou understand that, call my blood into my fact, with men- 

changeling, dangling thy hands like tiomng that traitor She durst not have 

bobbins before thee? Why dost thou not the confidence' I sent her to negotiate 
stir, puppet? Thou wooden thing upon 10 an affair in which, if I’m detected. I’m 
wires 1 undone If that wheedling villain has 

Peg Lord, madam, your ladyship is wrought upon Foible to detect me. I’m 

so impatient' — I cannot come at the ruined Oh, my dear friend, I’m a 

paint, madam, Mrs Foible has locked it wretch of wretches if I’m detected, 
up and carried the key w ith her 15 Mrs Marwood O madam, you cannot 

Lad\ JVi skfort A po\ take you both' suspect Mrs Foible’s integrity 

— Fetch me the cherry-brandy then Lad\ Wishfort Oh, he carries poison 

[Exit Peg~\ I’m as pale and as faint, I jin his tongue that would corrupt m- 
look like Mrs Qualmsick, the curate’s jtegrity itself' If she has given him an 
wife, that’s always breeding — Wench' 20 opportunity, she has as good as put her 
Come, come, wench, what art thou do- integrity into his hands Ah, dear Mar- 

mg? Sipping? Tasting? — Sav e thee, dost wood, what’s integrity to an oppor- 

thou not know the bottle? [Enter Peg tumty? — Hark' I hear her' [To P<g~\ 
with a bottle and china Clip 3 Go, you thing, and send her in [Exit 

Peg Madam, I w as looking for a cup 35 Peg j £ Pc Mis Mariood ] Dear friend, 
Lady Wishfort A cup, save thee' and retire into my closet, that I may examine 
what a cup hast thou brought' — Dost her with more freedom — You’ll pardon 
thou take me for a fairy, to drink out of me, dear friend, I can make bold with 
an acorn? Why didst thou not bring thy you — I here are books over the chim- 
thimble?Hast thou ne’er a brass thim-3oney — Quarles and Prynne, and l he 
ble clinking in thy pocket with a bit of Short I u u of the Stage , with Bunyan’s 
nutmeg? — I warrant thee Come, fill, works, to entertain you [Exit Mrs. 
fill' — So — again — [One knocks 3 — See Mar rood 3 [Enter 1 oible 3 

who that is — Set down the bottle first Ladx IVishfort O Foible, where hast 
— Here, here, under the table — What, ^5 thou been? What hast thou been doing? 
wouldst thou go with the bottle in thy Toibh Madam, I hav e seen the party, 

hand, like a tapster? As I’in a person. Lady If ishjort But what hast thou 

this wench has lived in an inn upon the done 1 ' 

road before she came to me, like Mari- roible Nay, ’tis your ladyship has 
tomes the Asturian in Don Quixote 1 — No 40 done, and are to do. I have only prom- 
Foible yet? lsed But a man so enamored — so trans- 

Peg No, madam, Mrs Marwood ported' — Well, if worshipping of pic- 

Ladx Wishfort Oh, Marwood, let her turesbeasm — poor Sir Row land, I say — 
come in — Come in, good Marwood. Lad', IVuhfoit The miniature has 
[Enter Mrs Marwood 3 45 been counted like — but hast thou not 

Mrs Marwood I’m surprised to find betrayed me, Foible? Hast thou not de- 
your ladyship in dishabille at this time tected me to that faithless Mirabell? — 
of day What hadst thou to do with him m the 

Lady Wishfort. Foible’s a lost thing — Park? Answer me, has he got nothing 

50 out of thee? 

Foible [Aside 3 So the devil has been 


2 Cosmetic 
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beforehand with me 'What shall I say ? Handle me, would he durst' — Frippery? 
— \ Aloud-} — Alas, madam, could I help old frippery' Was there ever such a 
it if I met that confident thing’ W as I foul-mouthed fellow? I’ll be married to- 
rn fault? If you h id heard how he used morrow, I’ll be contracted to-night 
me, and all upon jour ladyship's ac- 5 roible I he sooner the better, madam, 
count, I’m sure you would not suspect Ladv ILishfort Will Sir Rowland be 
mv fidelity Nav, if that had been the here, sayest thou? When, Foible? 
worst, I could has e borne, but he had a roible • Incontinently, madam No 
fling at your lidvship too And then I new sheriff’s wife expects the return of 
could not hold, but 1’ faith I gate him 10 her husband after knighthood with that 
his own impatience m which Sir Rowland bums 

La fa JFuhfort Me? What did the for the dear hour of kissing your lady- 
filthy fellow stv? ship’s hand after dinner 

rcnblt Oh, madam' ’tis a shame to Lad\ U uhfort Frippery' superannu- 
say what he said — with his taunts and 15 ated frippery' I’ll frippery the villain; 
his fleers, tossing up his nose Humh' I’ll reduce him to frippery and rags' a 
(says he) what, vou are a hatching some tatterdemalion' I hope to see him hung 

plot (says he), you are so earlv abroad, with tatters, like a Long-lane r pent- 

or catering (says he), ferreting for some house or a gibbet thief A slander- 
disbanded officer, I warrant — Half-pay 20 mouthed ruler' I warrant the spend- 
is but thin subsistence (says he) — well, thrift prodig il’s in debt as much as the 
what pension does your ladv propose? million lottery, or the whole court upon 
Let me see (savs he), what, she must a birthday I’ll spoil his credit with his 

come down pretty deep now, she’s super- tailor A es, he shall have m\ niece with 

annuated (savs he) and — 25 her fortune, he shall 

Ladv JFishtoit Odds my life, I’ll hav e roible He' I hope to sec him lodge in 
him — I’ll hav e him murdered' I’ll hav e Ludgate" first, and angle into Black- 
him poisoned' \\ here does he eat? — I’ll friars for brass farthings with an old 
marry a drawer * to have him poisoned mitten 8 

in his wine I’ll send for Robin from 30 Lad\ Jl uhfort Aye, deal Foible, 
Locket’s 4 immediately thank thee for that, dear Toible He has 

roible Poison him' poisoning’s too put me out of all patience I shall never 
good for him Stars e him, madam, starv e recompose my features to receive Sir 
him marry Sir Rowland, and get him Rowland with any economy of face This 
disinherited Oh, vou would bless your- 35 w retch has fretted me th it I am abso- 
self to hear what he said' Iutely decayed Look, Foible 

Ladv Wishforl A villain' Superannu- 1 oible Your ladyship Ins frowned a 
ated' little too rashly, indeed, madam There 

Loible Humh (says he), I hear vou are some cracks discernible m the white 
are laying designs against me too (says 4dlvarnish. 

he), and Mrs Millamant is to marry my Lady Wishfort Let me see the glass — 
uncle (he does not suspect a word of ^ Cracks, sayest thou? — why, I am ar- 
your ladyship) , but (says he) I’ll fit you rantly flayed — I look like an old peeled 
for that I warrant you (says he) I’ll ijwall Thou must repair me, Foible, be- 
hamper you for that (says he) — you and 4g|fore Sir Rowland comes, or I shall never 
your old frippery 6 too (says he). I’ll ykeep up to my picture 
handL vou — Loible I wairant vou, madam, a little 

Lady IV ishfort Audacious villain' art once made your picture like vou, and 

8 Long-lane center of old clothes trade 
3 Bartender * A restaurant 6 Junk, old 7 Debtors’ prison 8 Using a cord, let down a 
clothes, second-hand clothing store mitten to collect alms 
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now a little of the same art must make to w hom thou wert this morning mar- 
you like your picture. Your picture must ried, is to personate Mirabell’ s uncle, 

sit for you, madam and as such, winning my lady, to m- 

Ladv It ishfort But art thou sure Sir volve her in those difficulties from 
Rowland will not fail to come? Or will he 5 which Mirabell only must release her, 
not f ul when he does come? Will he be by his making his conditions to have my 
impoitunate, hoible, and push? Tor if cousin and her fortune left to her own 
he should not be importunate, I shall disposal 

never break decorums — -I shall die with rotblt Oh, dear madam, I beg your 
contusion if I am forced to advance — to pardon It was not my eonhdence in 
Oh, no, 1 can never advance' — 1 shall your ladyship that was dchcient, but I 
swoon if he should expect adv ances No, thought the former good coriespondence 
I hope Sir Rowland is better bred than between your ladyship and Mr Mira- 
to put a lady to the necessity of bre ik- bell might h iv e hindered his commum- 
mg her forms I won’t be too coy , 15 eating this secret 

ncithci — I won’t give him despair — but Mrs la'iuill Dear boible, forget 

,a little disdain is not amiss, a little scoin that 

'is illunng 1 oibh O dear madam, Mr Mirabell 

1 mbit A little scorn becomes your is such a sweet, winning gentleman — but 
ladyship 20 your hdvship is the p ittern of gener- 

Lath Jt ishfort \ es, but tenderness ositv — Sweet lady, to be so good' Mr. 
becomes me best — a sort of dyingness — Mirabell cannot choose but be grateful, 
you see that picture has a sort of a — ha, I find your ladyship has his heart still. 
Foible? a swimmingness in the eye — Now, madam, I can safely tell your 
yes, I’ll look so — My niece affects it, 25 lady ship our success Mis Marwood 
but she wants features Is Sir Rowland had told my lady, but I w irrant I inan- 
handsome? Let my toilet be removed — aged myself I turned it all for the 
I’ll dress abov e I’ll receive Sir Rowland better I told mv lady that Mr Mirabell 
here — Is he handsome? Don’t answer railed at her, I laid horrid things to his 
me I won’t know, I’ll be surprised I’ll 30 charge, I’ll vow, and mv lady is so m- 
be taken by surprise tensed that she’ll be eonlr itted to Sir 

I mbit By storm, madam Sir Row- Rowland to-night, she siys I warrant 

land’s a brisk man I woiked her up, that he may have her 

Ladv ff’ishtmt Is he? Oh, then he’ll for asking for, as they siy of a Welsh 

importune, if he’s a brisk man I shall 35 m ndenhe id 
save decorums if Sir Rowland impor- Mis ramall O rare Foible' 

1 tunes I have a mortal terror at the 1 mbit Madam, I beg your ladyship 
[apprehension of offending against de- toacquuntMr Mirabell of lus success, 
corums Oh, I’m glad lie’s a brisk man' I would be seen as little as possible to 
— Let my things be removed, good 40 speak to him besides, I believ e Madam 
Foible \_E\it Lady It ishfort. 2 [ Enter Marwood watches me — She has a 
Mrs Famall ] month’s mind 9 , but I know Mr Mira- 

Mrs ramall Oh, Foible, I have been bell can’t abide her — \_EnUr rootmanf] 
m a fright lest I should come too late! John, remove my lady’s toilet. — 
That devil Marwood saw you in the 45 Madam, your servant my lady is so 

Park with Mirabell, and I’m afraid will impatient I fear she’ll come for me if I 

discover it to my lady stj y 

loible Discover what, madam? Mrs ramall I’ll go with you up the 

Mrs ramall Nay, nay, put not on back stairs lest I should meet her. 
that strange face' I am privy to the 50 \_Exeunt ] [_E liter Mrs. Marwood ] 
whole design and know that Waitwell, 0 Desire 
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Mrs Mar mod Indeed, Mrs Engine, Mis Mariood Metlunks Sir WilfuU 
is it thus with \ou ! Are you become .1 should rather think of marrying than 

go-between of this import inee? — \ es, I travelling, at his years I hear he is 

shall watch you \\ hv, this wench is the turned of forty 

pa\se-partout, a v erv master-key to 5 Lad\ // ishfoit Oh, he’s in less danger 
everybody’s strong-box My friend of being spoiled by his travels — I am 

Fainall, have \ou carried it so swim- against my nephew’s marrwng too 

minglv ? I thought there was something young It will be time enough when he 

in it, but it seems it’s over with you comes back and has acquired discretion 
Your loathing is not from a want of 10 to choose for himself 
appetite, then, but from a surfeit Lise Mrs Marwood Methinks Mrs Milla- 
you could never be so cool to fall from /mant and he would make a very fit 
I a principal to be an assistant, — to pro- v match He may travel afterwards — ’Tis 

I cure for him 1 A pattern of generosity, a thing very usual with young gentle- 
that, I confess Well, Mr Fainall, you 15 men 

have met with your match — O man, Lady Wtshfott I promise vou I have 
man 1 Woman, woman 1 I he devil’s an thought on’t — and since ’tis your judg- 
ass if I were a painter, I would draw ment, I’ll think on’t again I assure you 

him like an idiot, a dnv eller with a bib I will I v alue your judgment extremely, 

and bells. Man should have his head and 20 On my word. I'll propose it Q Enter 
horns, 10 and woman the rest of him roible "J 

Poor simple fiend 1 — “Madam Mar- Lady JFishfort Come, come. Foible — 
wood has a month’s mind, but he can’t I had forgot my nephew will be here 

abide her ” — ’ Twere better for him you before dinner I must make haste 

had not been his confessor m that affair, 25 I oiblt Mr Witwoud and Mr Petu- 
without you could have kept his counsel lant are come to dine with your ladyship, 
closer I shall not prove another pattern Lady Jf ishfort Oh, dear, I can’t ap- 
of generosity, he has not obliged me to pear till I’m dressed 1 Dear Marwood, 

that with those excesses of himself I shall I be free with you ag un, and beg 

And now I’ll have none of him — Here 30 you to entertain ’em? I’ll make all 
comes the good lady, panting ripe, with imaginable haste Dear friend, excuse 

a heart full of hope, and a head full of me [. Exeunt Lady JFishJort and roible] 

care, like any chemist 11 upon the day of [Enter Mrs Millamant and Mincing ] 
projection. [Enter Lady Wish {or l ] Mrs Millamant Sure nev er anything 

Lady JVishjort Oh, dear Marwood, 35 was so unbred as that odious man 1 — 

what shall I say for this rude forgetful- Marwood, your servant 
ness? — but my dear friend is all good- Mrs Marzvood You have a color; 

ness what’s the matter? 

Mrs Marwood No apologies, dear Mrs Millamant That horrid fellow, 

madam, I have been very well enter- 40 Petulant, has provoked me into a flame 
tamed I have broken my fan. — Mincing, lend 

Lady Wishfort • As I’m a person, I am me yours. Is not all the powder out of 
in a very chaos to think I should so for- my hair? 

get myself - but I have such an oho 12 Mrs. Marwood. No. What has he 

of affairs, really I know not what to do 45 done? 

— [CalU ] Foible' — I expect my nephew, Mrs Millamant Nay, he has done 

Sir \\ ilfull, every moment, too — [Calls nothing, he has only talked — nay, he has 
again.'] Why, TobAe 1 — He means to said nothing neither, but he has contra- 
travel for improvement dieted everything that has been said. 

10 Symbol of a man with an unfaithful wife. 5 ° F or my part, I thought W ltwoud and 

II Alchemist 12 Mixture, muddle he would have quarrelled. 
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Mincing: I vow, mem, I thought once malice. [Exit Mincing. ] — The town has 
they would have fit. found it! what has it found? That Mira- 

Mrs. Millamant: Well, ’tis a lament- bell loves me is no more a secret than it 

liable thing, I swear, that one has not the is a secret that you discovered it to my 

• |l liberty of choosing one’s acquaintance 5 aunt, or than the reason why you dis. 

y as one does one’s clothes. covered it is a secret. 

Mrs. Mar-wood: If we had that liberty, Mrs. Marwood: You are nettled, 
we should be as weary of one set of Mrs. Millamant: You’re mistaken. Ri- 
acquaintance, though never so good, as diculous! 

we are of one suit, though never so fine. 10 Mrs. Marwood: Indeed, my dear, 
A fool and a doily stuff would now and you’ll tear another fan if you don’t 
then find days of grace, and be worn for mitigate those violent airs, 
variety. Mrs. Millamant: Oh, silly! ha, ha, ha! 

* Mrs. Millamant: I could consent to I could laugh immoderately. — Poor 

wear ’em if they would wear alike; but 15 Mirabell! His constancy to me has quite 
fools never wear out — they are such drap destroyed his complaisance for all the 
du Berri 13 things. Without one could nvorld beside. I swear, I never enjoined 
give ’em to one’s chambermaid after a J it him to be so coy. If I had the vanity 
day or two! to think he would obey me, I would 

Mrs. Marwood: ’Twere better so in- 20 command him to show more gallantry — 
deed. Or what think you of the play- ’tis hardly well-bred to be so particular 
house? A fine, gay, glossy fool should be on one hand, and so insensible on the 
given there, like a new masking habit, lother. But I despair to prevail, and so let 
after the masquerade is over and we Shim follow his own way. Ha, ha, ha! 
have done with the disguise. For a 2 5* Pardon me, dear creature, I must laugh 
fool’s visit is always a disguise, and — ha, ha, ha! — though I grant you ’tis 

never admitted by a woman of wit but a little barbarous — ha, ha, ha! 
to blind her affair with a lo\ er of sense. Mrs. Marwood: What pity ’tis, so 
If you would but appear barefaced now, much fine raillery and delivered with so 
and own Mirabell, you might as easily 30 significant gesture, should be so un- 
put off Petulant and Witwoud as your happily directed to miscarry, 
hood and scarf. And indeed, ’tis time, Mrs. Millamant: Ha! Dear creature, I 
f for the town has found it; the secret is ask your pardon. I swear, I did not 

»» grow'n too big for the pretence. ’Tis like mind you. 

I Mrs. Primly’s great belly; she may lace 33 Mrs. Marwood: Mr. Mirabell and you 
it down before, but it burnishes 11 on her both may think it a thing impossible, 

hips. Indeed, Millamant, you can no when I shall tell him by telling you — 

more conceal it than my Lady Stram- Mrs. Millamant: Oh dear, what? for 
mel can her face — that goodly face, it is the same thing if I hear it — ha, ha, 

which, in defiance of her Rhcnish-wine 40 ha! 

tea, 15 will not be comprehended in a Mrs. Marwood: That I detest him, 
mask. hate him, madam. 

Mrs. Millamant: I’ll take my death, Mrs. Millamant: O, Madam! why, so 
Marwood, you are more censorious than do I — and yet the creature loves me — ■ 
i a decayed beauty or a discarded toast. — 45 ha, ha, ha! How can one forbear laugh- 
Mincing, tell the men they may come ing to think of it. — I am a sibyl if I am 
up. — My aunt is not dressing; their not amazed to think what he can see in 
folly is less provoking than your ime. I’ll take my death, I think you are 

13 Woollen cloth originally made at Berry, jhandsomer and within a year or two 
France. “Thrives; increases in size. 16 Rhine Sofas young; if you could but stay for me, 
wine, taken to reduce corpulence. I should overtake you — but that cannot 
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be — ell, tint thought mikes me mel- 
ancholic — Now I 11 be sid 
Mi r Mm cl 'i our mern note nnv 
be change 1 sooner th m \ou think 
Mrs M ilia mant D’yesij so' lhen 
I’m resoKed I’ll base a song to leep up 
my spirits \_EnUi 1 luicing'] 

Mincing The gentlemen stay but to 
comb, nndarn, and will wait on you 


Mrs Mtllamant Desire Mrs that io now, madam 


piss — ill’s one for that If I have a 
humor to prose it, it must be granted 
// it ioud Not posit n ely must — but it 
nnv — it m iv 

S Pctidait Vs, it positively must, 
upon proof positive 

Wit toitd Aye, upon proof positive it 
must, but upon proof presumptive it 
only maj — 1 hat’s a logical distinction 


is in the ne\t room to sing the song Mrs Manned I perceive \our de- 
I would have learned yesterday — You bates are of importance and very 
shall heir it, madam — not that there’s learnedly handled 

any great matter in it, but ’tis agreeable Petulant Importance is one thing, and 
to my humor IS learning’s another But a debate’s a de- 

bate, that I assert 

0NG Wit vo ud Petulant’s an enemy to 

_ , . , 1 r i , learning, he relies altogether on his parts 

Love . but the frailty of the mind, No> I’ m no enemy to learn- 

When tis not with ambition joined, ' T , 

A sickly flame, which, if not fed, expires, 20 mg t urts not me ^ 

And feeding, v\ astes in self-consuming fires Mrs \lanvood ihats a sign indeed 

it’s no enemy to you 

2 Petulant No, no, it’s no enemy to 

Tis not to wound a wanton bov anybody but them that hav e it 

Or amorous vouth that gives the jov, M MiUamant Well, an illiterate 

But tis the glory to have pierced a sw am, 3 , T \ . 

For whom inferior beauties sighed in va.n ma " s ^y aversion I wonder at the im- 
pudence of any illiterate man to otter to 
/ 3 make love 

Then I alone the conquest prize, WitAoud That I confess I wonder at, 

When I insult a rival’s eves too 

If there’s delight in love, ’tis when I see ,, . «ii ^ 

-r, u L i ui jr ei ar Mrs Mtllamant Ah' to marry an 

lhatneart,wmchothersbleedfor,bleedtorme , , ,, , , 

ignorant that can hardly read or write' 

\_Enter Petulant and Wit'ioud ] Petulant Why should a man be any 

Mrs Mtllamant Is your animosity further from being married, though he 
composed, gentlemen 5 -55 can’t read, than he is from being 

If'it-jioud Raillery, raillery, madam, hanged? The ordinary’s"’ paid for set- 
we have no animosity — we hit off a little ting the psalm, and the parish priest for 

wit now and then, but no animosity reading the ceremony And for the rest 

The falling out of wits is like the falling which is to follow in both cases, a man 

out of lov ers. W e agree m the main, like 40 may do it without book — so all’s one for 
treble and bass Ha, Petulant? that 

Petulant Aye, in the mam — but when Mrs. Mtllamant D’ye hear the crea- 

I have a humor to contradict — ture? — Lord, here’s company, I’ll be 

Jf it oud Aye, when he has a humor gone [ Exeunt Mrs Mtllamant and 
to contradict, then I contradict, too 45 Mincing] [ Enter Sir Wiljull Witiooud 
What 1 I know my cue Then we con- in a country riding habit, and Servant to 
tr idiet one another like two battledores, Lady Wishfort ] 

for eon tridictions beget one another like Witvoud In the name of Bartlemew 
Jews. and his fair, 17 what have we here? 

Petulant: If he says black’s black — if 50 « Chaplain 17 Bartholomew Fair, held 

I have a humor to say ’tis blue — let that annually in Smithfield. 


Love’s but the frailty of the mind, 

When ’tis not with ambition joined, 

A sickly flame, which, if not fed, expires, 
And feeding, w astes in self-consuming fires 

2 

’Tis not to wound a wanton bov 
Or amorous xouth, that gives the jov, 
But 'tis the glory to have pierced a swain. 
For whom inferior beauties sighed in vain 

t 3 

Then I alone the conquest prize, 

When I insult a rival’s eves 
If there’s delight in love, ’tis when I see 
That heart, w hich others bleed for, bleed for me 
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Mrs Maroood ’Tis your brother, I 
fancy Don’t you know him ? 

Witwoud Not I — Yes, I think, it is 
he — I’ve almost forgot him, I have not 
* seen hnn since the Revolution 

Setvant [To Sir Wilfull ] Sir, my 
hdv’s dressing Here’s company , if you 
plcast to walk in, in the meantime 
Sir Wilfull Dressing! What, it’s but 
morning here I warrant, with you in 
'London, we should count it towards 
1 afternoon in our parts, down in Shrop- 
shire — -Why, then belike, my aunt 
r han’t dined yet, — ha, friend ? 

St rant Your aunt, sir ? 

Sir Jf ilfull My aunt, Sir 1 Yes, my 
aunt, sir, and your 1 idy, sir, your lady 
is my aunt, sir — Why, what* Dost 
thou not know' me, friend' 1 Why, then 
send somebody hither that does How 
long hast thou lived with thy lady, 
fellow, — ha ? 

Servant A week, sir — longer than 
anybody in the house, except my lady’s 
woman 

Sir JVilfuU Why, then belike thou 
I dost not know thy lady, if thou seest 
! her, — ha, friend ? 

Servant Why, trulv, sn, I cannot 
safely swear to her face in a morning, 
before she is dressed ’Tis like I may 
give a shrewd guess at her by this 
time 

l Sir Wilfull Well, prithee try what 
< thou canst do, if thou eanst not guess, 
inquire her out, dost hear, fellow ? And 
tell her, her nephew, Sir Wilfull Wit- 
woud, is m the house 
Sfi i ant I shall, sir 
Sir WilfuH Hold ye, hear me, friend, 
a word with you in your ear Prithee, 
who are these gallants' 

I Servant Really, sir, I cin’t tell, here 
tome so many heie, ’tis hard to know 
* '’em all [Exit Servant ] 

Sir Wilfull Oons, this fellow knows 
less th in 1 starling, I don’t think a’ 

1 nows his own n line 

Mi s Marumnd Mr \\ itwoud, your 
biothu is not behindhand in forgetful- 
ness — I fancy he has forgot you too 


Wit'ioud I hope so — the devil take 
him that remembers first, 1 say. 

Sir Wilfull Save you, gentlemen and 
lady! 

5 Mis Maroood For shame, Mr Wit* 
vvoud, why don’t you speak to him ? — • 
[To Sir Wilfull 2 And you, sir 

Witsooud Petulant, speak 

Pttulant [To Sir Wilfully And you, 
io sir 

Sn Wilfull No offense, I hope 
[Salutes Mrs Mar-, ood 2 

Mrr Maroood No, sure, sir. 

If it loud [Aside 2 This is a vile dog, 1 
1 5 see th it already No offence 1 ha, ha, ha' 
— To him, to him, Petulant, smoke 
him 18 

Petulant [Surveying him roand~2 It 
seems as if you had come a journey, sir: 
20 — hem, hem 

Sir Wilfull Very likelv, sir, that it 
may seem so 

Pet ilant No offence, I hope, sir. 

Wit ' oud [Aside [] Smoke the boots, 
2? the boots, Petulant, the boots 1 Ha, ha, 
ha 1 

Sir Wilfull May be not, sir, there- 
after, as ’tis meant, sir 

Petulant Sir, I presume upon the m- 
3° formation of your boots 

Sv Wilful l Why, ’tis like you may, 
sir if vou ire not satisfied with the 
information of my boots, sir, if you will 
step to the stable, vou may inquire 
35 further of my horse, sir 

Pitidant Your horse, sir 8 jour horse 
is an ass, sir' 

Sir Wilfull Do you speak by way of 
offence, sir ? 

40 Mrs Maroood The gentleman’s 
merry, that’s all, sir — [ dside 2 ’Slife, 
we shall have a quarrel betwixt an horse 
and an ass before they find one another 
out — [A!oud2 You must not take 
45 anything amiss from your friends, sir 
You are among your friends here, 
though it may be you don’t know it — 
If I am not mistaken, jou are Sir Wilfull 
Witwoud. 

5° 


18 Compare “bum him up ” 
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Sir JFilfull Right, lady, I am Sir Wil- “Honored Brother,” and “hoping you 
full Witwnud — so I write myself No are in good health,” and so forth — to 
offence to anybody, I hope — and nephew begin with a “Rat me, knight, I’m so 
to the Lady \\ ishfort of this mansion sick of a last night’s debauch — ’ods 
Mrs Mar cood Don’t you know this 5 heart,” and then tell a familiar tale of a 
gentleman, sir? cock and a bull, and a whore and a 

Sir JFtlfull Hum 1 What, sure ’tis not bottle, and so conclude — 1 ou could 
— yea, by’r Lady, but ’tis — ’sheart, I tv rite news before jou were out of your 
know not whether ’tis or no — yea, but -'time, when you lived with honest 
’tis, by the Wrekin, u Brother Anthony' 10 Pumple Nose, the attorney of Furmval’s 
What, Tony, l’faith 1 — what, dost thou Inn — you could entreat to be remem- 
not know me? By’r Lady, nor I thee, bered then to your friends round the 
thou art so be-cravated, and so be- W rekin We could has e ga/ettes, then, 
periwigged 1 — ’Sheart, why dost not and Dawks’s Letter, 21 and the Weekly 
speak? art thou overjoyed? 15 Bill, 00 till of late days 

JFiiooud Odso, brother, is it you? Petulant ’Slife, Witwoud, were you 
Your servant, brother ever an attorney’s clerk? of the family 

Sir JFilfull Your servant 1 — why of the Turnivals? Ha, ha, ha' 
yours, sir A our serv ant again — ’sheart, JFii'-iouA Aye, aye, but that was but 

and your friend and serv ant to that — 20 for a w hile — not long, not long Pshaw' 
and a \j>uff~\ — and a — flap-dragon" 0 for I was not in my own power then, an 
your service, sir' and a hare’s foot and a orphan, and this fellow w is my guard- 
hare’s scut" 1 for your service, sir' an lan Aye, aye, I was glad to consent to 
you be so cold and so courtly that man to come to London He had 

JVitwoud No offence, I hope, brother 25 the disposal of me then If I had not 
Sir JFilfull ’Sheart, sir, but there is, agreed to that, I might have been bound 
and much offence' — A. po\, is this your ’prentice to a felt-maker in Shrewsbury, 
Inns o’Court breeding, not to know your this fellow would have bound me to a 
friends and your relations, your elders, maker of felts 

and your betters ? 30 Sir JFilfull ’Sheart, and better than 

JFitumd Why, brother Wilful! of 1 to be bound to a maker of fops — where, 
Salop, 2 - you may be as short as a Shrews- J suppose, you have served vour time, 
bury-cake, if you please But I tell you f and now you may set up for yourself 
’tis not modish to know relations in Mrs Mar^ood You intend to travel, 
town A ou think you’re in the country, 35 sir, as I’m informed 
where great lubberly brothers slabber Sir JFilfull Belike I may, madam I 
and kiss one another when they meet, may chance to sail upon the salt seas, if 
like a call of sergeants 1 — ’tis not the my mind hold 
fashion here, ’tis not indeed, dear Petulant And the wind serv e 
brother 40 Sir JFilfull Serve or not serve, I 

Sir JJ 1 If nil The fashion’s a fool, and shan’t ask licence of you, sir, nor the 
you’re a fop, dear brother ’Sheart, I’ve weathercock your companion I direct 
suspected this — by’r Lady, I conjee- my discourse to the lady, sir — ’Tis like 
/tured you were a fop since you began to my aunt may hav e told you, madam — 
^change the style of your letters, and 45 yes, I have settled my concerns, I may 
write on a scrap of paper gilt round the say now, and am minded to see foreign 
edges, no bigger than a subpoena I parts — if an’ how that the peace holds, 
might expect *-his when you left off whereby that is, taxes abate 

15 A hill m Shropshire 20 Term of contempt 24 A news sheet for country circulation 
(from a game) 21 Tail 22 Shropshire 25 Call 26 Bill of Mortality for London, issued 
of a sergcant-at-law to the bar weekly 
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Mrs. M arxood: I thought you had de- Sir JVilfull: Why then, let him hold 
signed for France at all adventures. his tongue in the meantime, and rail 

Sir irilfiill: I can’t tell that; ’tis like I when that day comes. \_Enter Mincing .] 

( nay, and ’tis like I may not. I am some- Mincing: Mem, I am come to acquaint 
■ hat dainty in making a resolution be- 5 your Ia’ship that dinner is impatient, 
ause when I make it I keep it. I don’t Sir JVilfull: Impatient! why, then, 
tand shill I, shall I, then; if I say’t, I’ll belike it won’t stay till I pull off my 
jjdo’t. But I have thoughts to tarry a boots. — Sweetheart, can you help me to 
\ |small matter in town to learn somewhat a pair of slippers? — My man’s with his 
' of your lingo first, before I cross the 10 horses. I warrant. 

I seas. I’d gladly have a spice of your Lady Wishfort: Fie, fie, nephew! you 
| French, as they say, whereby to hold would not pull off your boots here! — Go 
discourse in foreign countries. dotvn into the hall — dinner shall stay 

M rs. Mar:cood: Here’s an academy in for you. \_E\it Sir JVilfull.] My nephew’s 
town for that use. 1 :/a little unbred; you’ll pardon him. 

Sir JVilfull: There is? ’Tis like there madam. — Gentlemen, will you walk? 

may. Maruood? 

Mrs. Alanvoad: No doubt you will re- Mrs. Maruord: I’ll follow you, 
turn very much improved. madam — before Sir Wilfull is ready. 

JVitwoud: Yes, refined, like a Dutch [Mar.:* ! Mrs. Mar::' iod a> d Fair all.] 
skipper from a whale-fishing. Q. Enter Fail all: Why then, Foible’s a bawd. 
Lady JViskfort and Fainall.] an arrant, rank, match-making bawd. 

Lady JJ'ishfori: Nephew, you are wel- ,And I. it seems, am a husband, a rank 
come. lihusband; and my wife a very errant, 

Sir Wilfull: Aunt, your servant. aslrank wife — all in the way of the world. 

Fainall: Sir Wilfull, your most faithful .Sdeath, to be an anticipated cuckold, a 
servant. cuckold in embryo! Sure, I was born 

Sir Wilfull: Cousin Fainall, give me with budding antlers, like a young 
your hand. satyr or a citizen's child. 'Sdeath! to be 

Lady JVishfort: Cousin Witwoud, your jOout-witted, to be out-jilted — out-matri- 
servant; Mr. Petulant, your servant; ( mony'd! — If I had kept my speed like a 
nephew, you are welcome again. Will ^ stag, ’twere somewhat — but to crawl 
you drink anything after your journey, after, with my horns like a snail, and be 
nephew, before you eat? Dinner’s almost outstripped by my wife — ’tis scurvy 
ready. 35 wedlock. 

S> JVilfu!!: I'm \ery well, I thank Mrs. Man c»-d: Then shake it off. 
you, aunt — howe\ or, I thank you for You have often wished for an oppor- 
your courteous offer. 'Sheart, I was tunity to part, and now you have it. 
afraid you would have been in the , But first prevent their plot — the half of 

I fashion, too, and ha\e remembered to 4clMillamant's fortune is too considerable 
have forgot your i elutions. Here’s your to be parted with to a foe, to Mirabell. 
cousin Tony; belike, I mayn’t call him Fainall: Damn him! that had been 
brother for fe.11 of offence. mine, had you not made that fond dis- 

I.ady Witlihnt: Oh, he’s a rallier, covery. s — That had been forfeited, had 
nephew — rnv cousin’s a wit. And your 45 they been married. My wife had added 
great wits always 1 ally their best friends lustre to my horns by that increase of 
to choose. 3, When you have been abroad, fortune; I could have worn 'em tipped 
nephew, ton'll understand raillery with gold, though m\ forehead had been 
better, (j Fainall and Mrs. Marwood talk furnished like a deputy-lieutenant’s 
a pa it.'] 50 hall. 

* As they choose. B Silly exposure. 
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Mis. Marcood They tmy pro\ e a my repose, now for my reputation As 

cap of maintenance ”' i to vou still, if vou to my own, I married not for it, so that’s 

c m aw ay - J w lth y our w ife And she’s no out of the question, and as to my part in 

worse thin when \ou hid her — I dare my wife’s — why, she had p irtcd with 

swear she had gi\ en up her game before 5 hers before, so bringing none to me, she 

she was married can take none from me ’ 1 is ag unst all 

Fainall Hum 1 that may be rule of play that 1 should lose to one 

Mrs Mar tond You married her to who has not wherewithal to stake 
keep vou, and if sou can contrise to Mrs Maraood Besides, you forgot 
ha\e her keep you better than vou e\- 10 marriage is honorable 
pected, w'hv should sou not keep her I at nail Hum, faith, and that’s well 
longer than \ou intended ? thought on Marriage is honorable, as 

ramall I he means, the means' you say, and if so, wherefore should 

Mrs Mar rid Discos ei to my lady euckoldom be a discredit, being derived 
your wife’s conduct, threaten to part 15 from so honorable a root'’ 
with her 1 Ms lady loses her, and ss ill Mrs Mar rood Nay, I knoss not, if 
come to ans composition to sase her the root be honorable, sshy not the 
reputation Take the opportunity of branches* 

breaking it just upon the discos ery of I auiall So, so, sshy, this point’s 
this imposture Ms lady w ill be enraged 20 clear — Well, hosv do sse proceed? 
beyond bounds, and sacrifice niece, and Mrs Mar rmod I ss ill eontris e a letter 
fortune, and nil, at that conjuncture sshich shill be delis ered to my lady at 

And let me alone to keep her ssarm, if the time sshen that rascal ssho is to act 
she should flag in her part, I will not Sir Rowland is ssith her It shill come 
fail to prompt her 25 as from an unknossn hand — for the less 

Fainall Faith, this has an appear- I appear to know of the truth, the better 
ance I c in play the ineendiars Besides, I 

Mrs Mar mod I’m sorry I hinted to ssould not hase Foible piosoked if I 
my lady to endeasor a match betsseen could help it — because you knoss she 
Millamant and Sir Wilfull, that may be yoknosss some pissages — nay, I expect all 
an obstacle sxill come out But let the nune be 

ramall Oh, for that matter, lease me sprung hrst, and then I tare not if I am 
to manage him I’ll disable him for that, discos ered 

he ssill drink like a Dane After dinner ramall If the ssorst tome to the 
I’ll set his hand in 35 ssorst, I’ll turn my ssife to griss I hase 

Mrs Mai mod Well, hoss do you already a deed of settlement of the best 
stand affected tossards your lady? part of her est ite, sshich I ssheedled out 

ramall \Vhy r , faith, I’m thinking of of her, and that you sh ill partake at 
it — Let me see — I am married alre idy, least 

so that’s over My wife has played the 4° Mrs Marwood I hope you are con- 
nde "ith me — w T ell, that’s over, too I sinced that I hate Mirabell Nosv you’ll 
neser losed her, or if l had, sshy, that be no more jealous? 
svould has e been over, too, by this time ramall Jealous* No, by this kiss Let 
— Jealous of her I cannot be, for I am husbands be jealous, but let the loser 

certnn, so there’s an end of jealousy 45 still belies e, or, if he doubt, let it be only 
sseirs of her I am, and shall be — -no, to endear his pleasuie, and prepare the 
there’s no end of that — no, no, that ssere joy that follosss sshen he pros es his mis- 
too mu h to hope Ihus far concerning tress true But let husbands’ doubts 
28 Heraldic term The two points of the convert to endless jealousy; or, if they 
cap suggest cuckold’s horns Note the pun on 5° have belief, let it corrupt to supersti- 
maintinance 29 Endure r and blind credulity. I am Single, 
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and will herd no more with ’em True, I All husbands must or pain or shame en- 
weir the badge, but I’ll disown the dure, 

order And since I take my leave of ’em, The wise too jealous are, fools too secure 
I c 11c not if I le iv e ’em a eommon motto [_E\cunt ] 

to their common crest 5 

QUESTIONS ON ACT III 

1 Meredith has chaiactenzed the language of Lady Wishfort as “bou- 
dou Billingsgate ” What does he mean ? Illustrate from the first part of 
the act 

2 Compare the earlv part of the act, in which Marwood oveihears the 
conveisation of the othei chaiacteis, with the “screen scene” in The School 
for Scandal The function of the scene, to mtioduce a complication in the 
plot, is obvious But is the scene discoidant in tone? Is it too much in the 
natuie of farce for such a corned} is this? Does it have any of the symbolic 
significance of Shendan’s screen scene? 

3 What is the function of the song in the middle of the act? Does it 
leflect Millamant’s real feelings' 1 Does it reflect the fashionable feelings 
which she knows she is supposed to have? In what way, if any, does it 
stand as a commentary on the situation ? 

4 Sir Wilfull, ir should be noted, has a double value On one level he 
serves as a conventional “hick comedy” figure — that is, foi the amusement 
that can be deuved fiom placing an unpolished countrvman in a polished 
urban society But Sir Wilfull, it soon becomes appaient, is a gieat deal 
moie than a simpleton he has a certain wit and penetiation of his own, 
and he is fai fiom lacking couiage in his own convictions He has, therefn’ e, 
an impoitant function m giving us anothei perspective upon the 'ohte 
woild which otheiwise we have so fai had to take at its own eymation. 
To what extent aie we meant to symp ithize with this new p< jt of view? 
With whom is bu Wilfull most shaiply contiasted? Do ^ ne scenes with 
Sn Wilfull give us any new light on Lady Wishfoit? 

/ As vou read the lest of the play, tiy to determine whetbei bn Wilfull 
is meant to cut a bittei figure in contiast with s<** me chaiacters than in 
conti ast with othei s / 

5 What in the first pait of Act III helps quictfly t0 establish continuity 

with Act II? f 

6 Lady Wishfort chaiactenzes Mirabell as h/avmg “poison in his tongue 
that would corrupt integrity itself” Does the/*P eec h help also to charac- 
terize her? Are we given elsewhere in the pA a y anything to suppoit or 
weigh against her characteuzation of him ? I 

7 The books which lad} Wishfoit recommends to Maiwood are all 
by Puritans two express gieat hostility to tl^ e theater W?hat is Congreve s 
purpose in mentioning them heie? 

b What do we learn about the tone of th,' e play and about the attitudes 
expressed in it from Millamant’s speech, wonder at the impudence of 
any illiterate man to offer to make love”? 
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9. What matters mentioned in the last several pages of the act are 
very important for our comprehension of the various schemes which come 
to fruition in the rest of the play? 


ACT IV 

^Scene continues.] 

| 'Enter Lady Wishfort and Foible . ] 

Lady JFiskfort: Is Sir Rowland com- 
ing, sayest thou, Foible? And are things 
in order? 

Foible: Yes, madam, I have put wax 1 
lights in the sconces, and placed the 
footmen in a row in the hall, in their 
best liveries, with the coachman and 
postilion to fill up the equipage. 

Lady Wishfort: Have you pulvilled 1 1 
the coachman and postilion, that they 
may not stink of the stable when Sir 
Rowland comes by? 

Foible: Yes, madam. 

Lady Wishfort: And are the dancers z 
and the music ready, that he may be 
entertained in all points with corre- 
spondence to his passion? 

Foible: All is ready, madam. 

Lady Wishfort: And — well — how do I 
look, Foible? 

Foible: Most killing well, madam. 

Lady Wishfort: Well, and how shall I 
receive him? in what figure shall I give 
his heart the first impression? There is 
a great deal in the first impression. Shall 
I sit? — no, I won’t sit — I’ll walk — aye. 
I’ll walk from the door upon his en- 
trance, and then turn full upon him — no, 
that will be too sudden. I’ll lie, — aye, 
I’ll lie down — I’ll receive hirTi in my 
little dressing-room; there’s ? couch — 
yes, yes, I’ll give the first impression on 
a couch. — I won’t lie neither, .but loll 
and lean upon one elbow with ont"; foot a 
little dangling off, jogging in a thought- 
ful way — yes — and then as soon' as he 
appears, start, aye, start and bt= sur- 
prised, and rise to meet him in g,p)fetty 
disorder — yes. — Oh, nothing .-is 'more 
1 Scented. ^ 


alluring than a levee from a couch, in 
some confusion; it shows the foot to 
advantage, and furnishes with blushes, 
and recomposing airs beyond compari- 
5 son. Hark! there’s a coach. 

Foible: ’Tis he, madam. 

Lady Wishfort: Oh, dear, has my 
nephew made his addresses to Milla- 
mant? I ordered him. 
o Foible: Sir Wilfull is set in drinking, 
madam, in the parlor. 

Lady Wishfort: Odds my life, I’ll send 
him to her. Call her down, Foible; bring 
her hither. I’ll send him as I go. — When 
5 they are together, then come to me, 
Foible, that I may not be too long alone 
with Sir Rowland. \_Exit Lady Wishfort. ] 
[ Enter Mrs. Millamant and Mrs. Fain - 
all .] 

0 Foible: Madam, I stayed here to tell 
your ladyship that Mr. Mirabell has 
waited this half-hour for an opportunity 
to talk with you — though my lady’s 
orders were to leave you and Sir Wilfull 
5 together. Shall I tell Mr. Mirabell that 
you are at leisure? 

Mrs. Millamant: No. What would the 
dear man have? I am thoughtful, and 
would amuse myself — bid him come 
3 another time. £ Repeating , and walking 
about. 

There never yet was woman made 
Nor shall, but to be cuised. 2 

5 That’s hard! 

Mrs. Fainall: You are very fond of 
Sir John Suckling to-day, Millamant, 
and the poets. 

Mrs. Millamant: He? Aye, and filthy 
0 verses — so I am. 

Foible: Sir Wilfull is coming, madam. 
Shall I send Mr. Mirabell away? 

Mrs. Millamant: Aye, if you please, 
foible, send him away, or send him 
S hither — just as you will, dear Foible. I 

s From a poem by Suckling. 
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think I’ll see him — shall I 7 Aye, let the 
vv retch come \_E\it roible ] [. Repeating ] 

1 h\ rsis, a youth of the inspired train 3 

Dear F umll, entertain Sir Wilful! — 
Jtliou hast philosophy to undergo a fool 
I l hou art m irned and hast patience — I 
would confer with mv own thoughts 
Mrs Famall I im obliged to you that 
you would make me jour proxy in this 
affair, but I have business of my own 
[/’ lit r Si) ll ilfidl ] O Sir Wilful!, vou 
are come it the critical instant There’s 


Sit Wilfull An an 7 4 Cousin, youi 
servant 

Mrs Millamant 

— That foolish trifle of a heart — 

5 

Sir Wilfull' 

Sir Wilfull Yes — your servant No 
offence, I hope, cousin 

Mrs Millamant [Repeating ] 

I swear it will do its part. 

Though thou dost thine, emplo\ st thy power 
and art 


jour mistress up to the > irs in love and Natural, easy Suckling' 
contemplation, pursue sour point now i 5 Sir Jf ilfull An an 7 Suckling No such 
or never suckling neither, cousin, nor stripling I 

Sir Wilfull \ es, mj aunt will have it thank heaven, I’m no minor 
so — I would gladly h i\ e been encouraged 1/rr Millamat t Ah, rustic, ruder 

with i bottle or two because I m some than Gothic' 

whit w nj it first before I am ac- •’o Sir JVxlfull Well, well I shall under- 
quainted — [I Ins UnL Millamant tails stand vour lingo one of these days, 
about repeating to herself] — But I hope, cousin m the meanwhile I must answer 
after a time, I shall break my nund — in plain English 

th it is, upon further icquuntancc — So Mrs Millamant II ive you any busi- 

for the present, cousin, I’ll tike mv 3 ness with me, Sir Wilfull 7 
leave If so be jou’ll be so kind to make Sir Jf ilfull Not -t present, cousin — 
my excuse, I’ll return to mj compinv — Yes, I made bold to see to come and 
Mrs Famall Oh he, Sir ilfull' know if that how jou were disposed to 

What' You must not be d mnted fetch i walk this evening, if so be that I 

Sir Wilfi ll Daunted 1 No th it s not so mi„ht not be troublesome, I would have 
it, it is not so much for that — for if so be sought i w ilk with you 
tnat I set on’t. I’ll do’t But only for the Mn Millamant A vv ilk' what then 7 

present, ’tis sufficient till further ac- Sir If iljull Nay, nothing — only for 

qu untance, th it’s ill — jour serv int the w ilk s s ike, th it’s ill 

Mis I amall N ly, 111 sweir jou 3 j| Mi Millamant I nause ite w alking, 
shall never lose so f ivor ible in oppor- [tis i countrj diversion I loithe the 
tunitj if I cm help it 111 ’eave you 'country, and everything tint relates 
together, ind lock the door [L\it] to it 

Sir If ilfull N iv nay cousin — I hav e Sir ff ilfull Indeed' ha' Look ye, look 
forgot my gloves' — What d’ye do r — 40 ve — you do 7 Nay, 'tis like you may — 
’Sheart, a’ h is locked the door indeed, I here are choice of j istimes here in town, 

think Niv, Cousin T un ill, open the is pi ijs and the like, that must be con- 

door* Psh iw, wh it a v ixen trick is this 7 fessed, indeed 

— N ly, now 1 ’ his seen me too — Mis Millamant Ah, 1’itourdi' I hate 

Cousin, I made bold to pass through as 4 o the town too 

it were — I think this door’s enchanted' ( Sir Wiljidl De ir heart, that’s much — 
Mrs Millamant [R ptatm ] h i* that vou should hate ’em both' Ha* 

I prithee spare me „cntlc bov, y \ 011 may, there are some can t 

Press me no more for that slight tovjjV town, and others can’t away 

5 Tioni Wallers The Story of Pl^pKifs 
and Daphne Applied ” Jlcc pa|don 
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with the Lountn — tis like you mi) be 
one of those cousin 

1 // \hllama t H 1, In, In' \ es, ’tis 
like I nnv — A ou hue nothing fuither 
to s iv to me 

Sir Jl ilfuH Not it present, cousin — 
’ Tis like when I hav e in opportunity to 
be more pmite, I miv breik my nnnd 
in some measure — I eonjeeture you 
pirtly guess — however, thit’s is time 
shill try — but spire to speik and spire 
to speed, is they s iv 

Mr r Millamait If it is of no greit 
importance, Sir Wilfull, you will oblige 
me to le i\ e me, I ln\ e just now i little 
business — 

Sir JFilfuU Enough, enough, cousin 
yes, yes, all a case — V hen you’re dis- 
posed, when you’re disposed Now’s as 
well as mother time, ind mother time 
as well as now All’s one for that — Yes, 
yes, if jour concerns c ill you, there’s no 
haste, it will keep cold, as they say 
Cousin, your ser\ ant — I think this 
door’s locked 

Mrs Mil 1 a mant A ou may go this 
way, sir 

Sir JFi'full A our sere ant, then with 
your leave I’ll return to my company 
\_E\it ] 

Mrs Millamant Aye, aye, ha, ha, ha* 
Like Phoebus sung the no less amorous boy 6 
\_E liter Mirabell ] 

Mirabell ‘ Like Daphne she, as lovely 
and as eov ” Do \ou lock yourself up 
from me, to make my search more curi- 
ous, or is this pretty irtifice contrived to 
signify that here the ch ise must end, 
and mv pursuits be crowned ? For you 
can fly no further 

Mrs Millamant Vanity I No — I’ll fly, 
and be followed to the last moment 
Though I am upon the very verge of 
matrimony, I expect you should solicit 
me is much as if I were wavering at the 
gr itc of i mon istery, with one foot over 
the threshold I’ll be solicited to the 
very last — nay, and afterwards. 

6 From Waller See note 3 


Mira] ill What, ifttr the last? 

Mrs Millamant Oh, I should think I 
was poor md had nothin*, to bestow, if 
I were reduced to in inglorious e ise and 
5 Treed from the agree ible f indues of so- 
licit ition 

1 Iirabtll But do not you know that 
when favors ire conferred upon instant 8 
and tedious solicitation, that they 
10 diminish in their v due ind that both 
the giver loses the grice, and the re- 
ceiver lessens his pleisure 

Mis Millamant It m ij be m things 
of common application, but never, sure, 
15 in love Oh, I hate 1 lover th it can dare 
to think he draws a moment’s ur, inde- 
pendent of the bounty of his mistress. 
There is not so impudent a thing in 
nature as the s mey look of in issured 
20 man, confident of success 1 lie pedantic 
arrogance of i very husb ind has not so 
pragtn itic il " in air Ah 1 I’ll never 
'marry unless I am first m ide sure of my 
fvvill and pleasure 

25 Mirahll Would you have ’em both 
before marrnge 1 " or will you be con- 
tented with the hrst now, ind stay for 
the other till lfter grace 5 

Mrs Millamant Ah 1 don’t be lmper- 
30tinent — My dear libertv, shall I leave 
thee r my faithful solitude, my darling 
contemplation, must I bid you then 
adieu ? Ay-h adieu — mv morning 

thoughts, agreeable vv ikings, indolent 
35 slumbers, all ye duiceitir, ye r 0 mmols 
di< matin, adieu — I c in’t do’t, ’tis more 
than impossible — Positively, Mirabell, 
I’ll he abed in a morning is long as I 
please 

40r Mirabell Then I’ll get up m a morn- 
ung as early as I please 
7 Mrs Millamant Ah ? Idle creature, 
"get up when you will — and d’ye hear, I 
won’t be called names after I’m mar- 
45 ned, positively, I won’t be called names 
Mirabell Names 1 

Mrs Millamant Ay e, as wife, spouse, 
.my dear, joy, jewel, love, sweetheart, 
land the rest of that nauseous cant, in 

• Insistent 7 Dogmatic 
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which men and their lines are so ful- Jilt rabell I thank you — Imprimis 

somelvfamiliar — I shall ne\er bear that. then, I covenant that your acquaintance 

Good Mirabcll, don’t let us be familiar be general, that you admit no sworn 
or fond, nor kiss before folks, like my confidante or intimate of your own sex 
, L idv 1 idler and Sir Francis, nor go to 5 — no she-fnend to screen her affairs 
H\ dc Park together the first Sunday in under tour countenance, and tempt you 
a new chanot, to provoke eyes and to make trial of a mutual secrecy No 

whispers, and then never to be seen decov-duck to wheedle jou — a fop 

there together again, as if we were scrambling to the plav in a in isk — then 
pioud of one another the first week, and 10 bring jou home in a pretended fright, 
ashamed of one another ever after Let when you think you shall be found out — 
us never visit together, nor go to a play and rail at me for missing the plav and 

together, but let us be verv stnnge and disappointing the frolic which you had, 

> well-bred Let us be as str inge as if we to pick me up and prove mv constancy, 
hid been in irried a great while, and is 15 Hi r Milla maul Detest ible imprimis 1 
well-bred as if we were not married at all ' I go to the plav in a m tsk* 

1 Inabcll II ive jou anv moie conch- 1 IvabtU At «i, I article, that you con- 

tions to offer ? Hitherto \our detn inds tinue to like vour own face, is long as I 
aie piettv reasonable shall, and while it passes current with 

Mi l/i Uamant Trifles — as libertj to -o me, that you endeavor not to nevv-coin 
p iv and jecuv e v lsits to and from w horn it To which end, together with all 
1 please, to write and receive letters, vizards for the day, I prohibit all masks 
without interrogatories or wry faces on for the night, made of oiled-skins and I 
jour part, to wear what I please, and know not what — hogs’ bones, hares’ 
cl oose conversation with regard onlji to 25 gall, pig-water, and the m irrow of a 
mv own taste, to have no obligation roasted cat In short, 1 forbid all com- 
mon me to converse with wits that I mercc with the gentlewom in in vvhat- 
clon’t like, because they are your ae- d’ve-call-it Court Item , I shut my doors 
qu untanee or to be intimate with fools, against all bawds with baskets, and 
because they may be jour relations — 30 pennyworths of muslin, china, fans, at- 
Come to dinner when I please, dine in lases,'* etc — Item, when you shall be 
my dressingroom when I’m out of breeding — 

humor, without giving a reason To Mr j Millamant Ah I name it not. 

have my closet inviolate, to be sole em- Mirabill Which maj be presumed, 

I press of my tea-table, which you must 35 with a blessing on our endeavors — 
never presume to approach without first 1 /rj Millamant Odious endeavors I 

asking leave And lastly, wherever I am, Miraltll I denounce against all strait 

jou shall alvvajs knock at the door be- lacing, squeezing for a shape, till you 
before jou come in These articles sub-^ mould mv boj’s head like 1 sugar-loaf, 
scribed, if I continue to endure you a,, jo and instead of a man-child make me 
little longer, I may by degrees dwindle! father to a crooked billet Lastly, to the 
into a wife ‘ dominion of the tea-table I submit — but 

Mirabell Tour bill of fare is some- with proviso, that jou exceed not m 

; thing advanced in this latter account — your province, but restrain yourself to 

Well, have I liberty to ofFer conditions 45 nativ e and simple tea-table drinks, as 

— that when jou are dwindled into a tea, chocolate, and coffee, as likewise to 

wife, I may not be beyond measure en- genuine and authorized tea-table talk — 
larged into a husband ? such as mending of fashions, spoiling 

Ain Millamant \ ou have free leave, reputations, railing at absent friends, 
Propose your utmost, speak and spare 50 
not. 


! A variety of satin. 
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and so forth — but that on no account 
you encroach upon the men’s prerogative, 
and piesume to diink healths, oi toast 
fellows: for prevention of which I banish 
all foreign forces, all auxiliaries to the 
tea-table, as orange-brandy, all aniseed, 
cinnamon, citron, and Barbadoes waters, 
together with ratafia, and the most 
noble spirit of clary, but for cowslip 
wine, poppy water, and all dormitives, 
those I allow. — These provisos admitted, 
in other things I may prove a tractable 
and complying husband. 

Mrs. Millamant: O horrid provisos! 
filthy strong-waters! I toast fellows! 
odious men! I hate your odious provisos. 

Mirabell: Then we’re agreed. Shall I 
kiss your hand upon the contract? And 
here comes one to be a witness to the 
sealing of the deed. [Enter Mrs. Fain- 
all.'] 

Mrs. Millamant: Fainall, what shall I 
do? Shall I have him? I think I must 
have him. 

Mrs. Fainall: Aye, aye, take him, take 
him; what should you do? 

Mrs. Millamant: Well then — I’ll take 
my death, I’m in a horrid fright. — Fain- 
all, I shall never say it — well — I think — 
I’ll endure you. 

Mrs. Fainall: Fie! fie! Have him, have 
him, and tell him so in plain terms; for I 
am sure you have a mind to him. 

Mrs. Millamant: Are you? I think I 
have — and the horrid man looks as if he 
/thought so too. Well, you ridiculous 
J thing you, I’ll have you — I won’t be 
kissed, nor I won’t be thanked — here, 
kiss my hand though. — So, hold your 
tongue now; don’t say a word. 

Mrs. Fainall: Mirabell, there’s a 
necessity for your obedience; you have 
neither time to talk nor stay. My 
mother is coming, and in my conscience 
if she should see you, would fall into fits, 
and maybe not recover time enough to 
return to Sir Rowland, who, as Foible 
tells me, is in a fair way to succeed. 
Therefore spare your ecstasies for an- 
other occasion, and slip down the back- 
stairs, where Foible waits to consult you. 


Mrs. Millamant: Aye, go, go. In the 
meantime I suppose you have said some- 
thing to please me. 

Mirabell: I am all obedience. [Exit 
S Mirabell.] 

Mrs. Fainall: Yonder, Sir Wilfull’s 
drunk, and so noisy that my mother has 
been forced to leave Sir Rowland to 
appease him; but he answers her only 
iowith singing and drinking. What they 
may have done by this time I know not, 
but Petulant and he were upon quarrel- 
ling as I came by. 

Mrs. Millamant: Well, if Mirabell 
15 should not make a good husband, I am 
a lost thing, for I find I love him 
violently. 

Mrs. Fainall: So it seems, when you 
mind not what’s said to you. — If you 
20 doubt him, you had best take up with 
Sir Wilfull. 

Mrs. Millamant: How can you name 
that superannuated lubber? — Foh! 
[Enter Jf'itzvoud from drinking.] 

25 Mrs. Fainall: So! Is the fray made up, 
that you have left ’em? 

IVitwoiid: Left ’em? I could stay no 
longer. I have laughed like ten christ’ n- 
ings— I am tipsy with laughing. If I had 
30 stayed any longer I should have burst— 
I must have been let out and pieced in 
the sides like an unfixed camlet. 9 — Yes, 
yes, the fray is composed; my lady came 
in like a noli prosequi , 10 and stopped 
35 their proceedings. 

Mrs. Millamant: What was the dis- 
pute? 

JFitzvoud: That’s the jest; there was 
no dispute. They could neither of ’em 
40 speak for rage, and so fell a sputtering 
at one another like two roasting apples. 
[Enter Petulant, drunk.] Now, Petulant, 
all’s over, all’s well. Gad, my head be- 
gins to whim it about — Why dost thou 
45 not speak? Thou art both as drunk and 
mute as a fish. 

Petulant: Look you, Mrs. Millamant 
— if you can love me, dear nymph, say 

5 ° 8 Unstiffened material. 10 Be unwilling to 

prosecute. 
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it — md that’s the conclusion Pass on, 
or p iss off- that’s all 

Jl it valid Thou hast uttered volumes, 
folios, in less than decimo sexto , 11 my 
t dear Lacedemoni in Sirrih Petulant, 5 
thou irt an cpitomizer of w ords 

Pitulant Witvvoud — you ire an anm- 
hil itor of sense 

If it loud lhou art a retailer of 
phriscs, and dost deal in lemnants of 10 
renin ints, like a m lher of pincushions — 
thou art in truth (metaphoric illy speak- 
ing) a speaker of shorthand 
•» Pitulant lhou art (without a figure) 
just one-half of an ass, and Baldwin 11 15 
yonder, thy half-brother, is the rest — 

A Gemini 11 of asses split would make 
just four of you 

// it loud 1 hou dost bite, my dear 
mustird seed, kiss me for that 20 

Pitulant Stand off 1 — I’ll kiss no more 
m lies — I have kissed your tw in yonder 
in a humor of reconcili ition, till he 
[Juccup~\ rises upon my stomach like a 
radish 2J 

Mrs Millamant Eh' filthy creature' 

— \\ hat was the quarrel ? 

Petulant I here w as no quarrel — there 
might has e been a quarrel 

It it ooud If there had been words 30 
enow between ’em to hate expressed 
pros oeation, they had gone together by 
ears like a pair of castanets 
Pitulant \ ou were the quarrel 
^ Mrs Millamant Me' 35 

Pitulant If I hive a humor to quarrel, 

I can make less matters conclude prem- 
ises — If you are not handsome, whit 
then, if I h iv e a humor to prov e it r If I 
shall have my reward, s ly so, if not, 40 
fight for your face the next time your- 
self I’ll go sleep 

Wit'-ioud Do, wrap thyself up like a 
) wood-louse, and dream revenge — and 
1 hear me, if thou canst learn to write by 45 
to-morrow morning, pen me a challenge 
— I’ll carry it for thee 

Petulant Carry jour mistress’s mon- 


key a spider' — Go, flea dogs, and read 
romances' — I’ll go to bed to my maid. 
\_Exit Petulant ] 

Mrs ramall lie’s horridly drunk 
How cime you all in this pickle? 

If it loud A plot, a plot, to get rad of 
the knight — your husband’s advice, but 
he sne iked off [_rnttr Lady IVishfort 
and then Sir IVilfull, dual) ] 

Lady If ishfort Out upon’t, out 
upon’t' At years of discretion, and 
comport yourself at this rantipole rate' 
Su If ilfull No offence, aunt 
Lady IVishfort Offence' is I’m a 
person, I’m ashamed of you Fob' how 
you stink of wine' D’ye think my niece 
will ever endure such a boracluo' you’re 
an absolute borachio lj 
Su JVdfull Borachio? 

Lad\ IVishfort At a time when you 
should commence an amour and put 
your best foot foremost — 

Sir IVilfull ’Sheart, an you grudge 
me jour liquor, nuke a bill — give me 
more drink, and take my purse — 

Prithee fill me the glass, 
fill it lau„h in mv fate, 

\\ ith ale that is potent mil mellow, 

He that whines for a lass, 

Is an ignorant ass, 
for a bumper has not its fellow 

But if you would have me marry my 
cousin — say the word, and I’ll do’t 
Wilfull will do’t, th it’s the word Wilfull 
will do’t, that’s my crest — My motto I 
have forgot 

Lad\ IVishjort Q 7 o 1 /m Millamant ] 
My nephew’s a little overt iken, cousin, 
but ’tis with drinking your health — 
O’ my word, you are obliged to him 
Sir IVilfull In vino ventas, aunt — If 
I drunk your health to-day, cousin — I 
am a Borachio But if you have a mind to 
be married, say the word, and send for 
the piper, Wilfull will do’t If not, dust 
it away, and let’s have t’other round — 
Tony' — Odds heart, where’s lony? — 
Tony’s an honest fellow, but he spits 


11 Very small book 15 Noted for saying 
little 11 The ass in Reynard the Fox 11 Twins 


® Drunkard 
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after a bumper, and that’s a fault. — To drink is a Christian diversion, 

[Sings .] Unknown to the Turk or the Persian: 

Let Mahometan fools 

We'll drink and we'll never ha' done, hoys, Live by heathenish rules, 

Put the "lass then around with the sun, a And be damned o\er tea-cups and coffee, 
boys, But let British lads sine, 

Let Apollo's example invite us; Crown a health to the king, 

For he’s drunk every night, And a fig for your sultan and sophy! 

And that makes him so bright, 

That he's able next morning to light us. All, Tony! [Enter Foible, and whispers 

10 Lad\ JVishfort .] 

The sun’s a good pimple, 10 an honest Lady Wishfort: [.hide tn Foible.'] Sir 

soaker; he has a cellar at your Antip- Rowland impatient: Good lack! what 

odes. If I travel, aunt, I touch at your shall I do with this beastly tumbril?- 
Antipodes. — A our Antipodes are a good, [Maud.] Go lie down and sieep, you 
rascally sort of topsy-turvy fellows: if I i S so t!— or, as I’m a person, I’ll have you 
had a bumper, I d stand upon my head bastinadoed with broomsticks. — Callup 
and drink a health to ’em— A match or t h e wenches. [Exit Foible .] 
no match, cousin with the hard name— Sir Wilful: Ahey! wenches; where are 
Aunt, Wilfull will do’t. If she has her t ) ie wenches? 

maidenhead, let her look to’t; if she has 20 Lad-: Wishfort: Dear Cousin Witwoud, 
not, let her keep her own counsel in the get him away, and you will bind me 

meantime, and cry out at the nine t0 you j nv j 0 ] a b|y. I have an affair of 

months end. moment that invades me with some 

Mrs. Millamant: \ our pardon, precipitation — you will oblige me to all 

madam, I can stay no longer — Sir Wil- 25 futurity. 

full grows very powerful. Eh! how he Witwoud: Come, knight.— Pox on him, 
smells! I shall be overcome, if I stay. 1 don’t know what to say to him.— Will 
Come, cousin. [Exeunt Mrs. Millamant you g0 t0 a cock-match? 
and Mrs. Fain all. ] Sir Wilfull: With a wench, Tony? Is 

Lady Wishfort: Smells! He would 50 s h e a shakebag, sirrah? Let me bite your 
poison a tallow-chandler and his family! cheek for that 

Beastly creature, I know not what to do Witzvoud: Horrible! he has a breath 
with him!— Travel, quotha! Aye, travel, bk e a bagpipe— Aye, aye; come, will you 

travel— get thee gone, get thee gone; get mar ch, my Salopian ? 
thee but far enough, to the Saracens, or 35 Sir Wilfull: Lead on, little Tony- 
■f the Tartars, or the Turks!— for thou art follow t | lee( mv Anthony, my 

' not fit to hve ln a Christian common- Tantony. Sirrah, thou shall be my 

.'wealth, thou beastly pagan! Tantony, and I’ll be thy pig. 17 [Sings] 

Sir Wilfull: Turks? No; no Turks, 

aunt. Your Turks are infidels, and be- 40 And a fig for your sultan and sophy. 
lieve not in the grape. Your Mahometan, 

your Mussulman, is a dry stinkard — no [Exeunt Sir Wilfull and Witwoud . ] 
offence, aunt. My map says that your Lady Wishfort: This will never do. It 
Turk is not so honest a man as your will never make a match — at least before 
Christian. I cannot find by the map that 45 he has been abroad. [Enter Waitwell, dis- 
your Mufti is orthodox — whereby it is guised as Sir Rowland.] Dear Sir Rowland, 

a plain case that orthodox is a hard I am confounded with confusion at the 

word, aunt, and [hiccup] — Greek for retrospection of my own rudeness! I 

claret. — [Stngr.3 

n St. Antony and the pig are associated 
in legend. 


10 Boon companion. 
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have more pardons to ask than the pope shall be barefoot, in a month out at 
distributes in the year of jubilee But I knees \uth begging an alms — lie shall 
hope, where there is likely to be so near starve upward and upward, till he has 
an alii ince, we may unbend the seventy nothing living but his head, and then 

v of decorums and dispense with a little 5 go out in a stink like a candle’s end 

ceremony upon 1 save-all. 18 

JFail-otll My impatience, madam, is Lads Wishjort Well, S11 Rowland, 
the effect of my transport, and till I you have the way — you are no nov ice in 
h iv e the possession of your adorable the I ibynnth of lov e, you hav e the clue, 
person, I am tantalized on the rack, and 10 But as I am a person, Sir Rowland, you 
do but hang, madam, on the tenter of must not attribute my yielding to any 
expectation ^mister appetite, or indigestion of 

Lads If islifcrt \ ou have excess of widowhood, nor impute mv compla- 

* gallantry, Sir Rowland, and press things cency to any lethargy of continence I 
to a conclusion with a most prevailing 15 hope you do not think me prone to any 
vehemence — But a day or two for iteration of nuptials — 

decency of marriage — If ait cell Far be it from me — 

Wail cell For decency of funeral, Lad'- Wishfort If you do, I protest I 
madam 1 1 he delav will break my heart must recede — or think that I have made 
— or, if that should fail, I shall be 20 a prostitution of decorums, but in the 
poisoned My nephew will get an inkling vehemence of compassion, and to save 
of my designs, and poison me, and I the life of a person of so much lmpor- 
would willingly starve him before 1 die tance — 

— 1 would gladly go out of the world Wait cell I esteem it so — 

with that satisf iction — That would be 2? Lads Wishfort Or else you wrong my 

some comfort to me, if I could but live so condescension 

long as to be rev enged on that unnatural Wait orll I do not, I do not — 

viper 1 Lads Wishfort Indeed you do. 

Lads If ishfoit Is he so unnatural, say IF at tj, ell I do not, fair shrine of 

■ , ou ? Truly, I would contribute much, 30 virtue 1 

both to the s n ing of your life and the Lads Jf ishforl If you think the least 
accomplishment of your revenge — not scruple of carnality was an ingredient, — 

that I respect mvself, though he has If' ait cell Dear madam, no You are 

been a perfidious wretch to me a'l c implure 19 and frankincense, all 

, Jl ait cell Perfidious to you' 35 chastity and odor 

Lads Jf 1 th tort O Sir Rowland, the Lady Jf ishforl Or that — \_Cvter Tox- 
hours that he has died away at my feet, bit ] 

the tears th it he has shed, the oaths that roiblt Madam, the dancers are ready, 
he has sworn, the palpitations that he and there’s one with a letter, who must 
has felt, the trances and the tremblings, 40 deliver it into your own hands 
the ardors and the ecstasies, the kneelings Lady Wishfort Sir Rowland, will you 
and the risings, the heart-heavings and give me leave f Think favorably, iudge 

the handgnppings, the pangs and the candidly, and conclude you have found 

1 pathetic regards of his protesting eyes 1 a person who would suffer racks in hon- 

* Oh, no memory can register' 45 or’s cause, dear Sir Rowland, and will 

Wait'vell What, my rival 1 Is the rebel wait on you incessantly [Ex.it Lady 
my riv al 9 — a’ dies ' JFishfort ] 

Lads H i ihfmt No, don’t kill him at JFait-jell Fie, fie' — What a slavery 
once, Sir Rowland, starve him gradually, 

inch by inch SO “A holder that will let a candle burn to 

Wait cel I I’ll do’t In three weeks he the end. 19 Supposed to produce impotence 
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edna. Yes. Get brass toes on your 
shoes and know where to kick! 

job (suddenly jumping up and kiss- 
ing his wife full on the mouth"). 
Listen, Edna, I’m goin’ down to 
174th Street to look up Lefty Cos- 
tello. Lefty was saying the other day 
. . . (He suddenly stops ) How 
about this Haas guy? 

bdna. Get out of here! 


joe. I’ll be back! (Runs out.) 

(For a moment edna stands tri- 
umphant.) 

(There is a blackout and when the 
regular lights come up, job Mit- 
chell is concluding what he has 
been saying.) 

joe. You guys know this stuff better 
than me. We gotta walk out! 
( Abruptly he turns and goes back to 
his seat and blackout.) 


II. LAB ASSISTANT EPISODE 


Discovered: millhh, a lab assistant, looking around; and FATBITS, an t» 
dustrialist. 


fat. Like it? 

miller. Very much. I've never seen 
an office like this outside the movies. 

fat. Yes, I often wonder if interior 
decorators and bathroom fixture 
people don’t get all their ideas from 
Hollywood. Our country's extraordi- 
nary that way. Soap, cosmetics, elec- 
tric refrigerators— just let Mrs. Con- 
sumer know they're used by the 
Crawfords and Garbos— more volume 
of sale than one plant can handle! 

mill. I'm afraid it isn’t that easy, 
Mr. Fayette. 

fat. No, you’re right— gross exag- 
geration on my part. Competition is 
cutthroat today. Markets up flush 
against a stone wall. The astrono- 
mers had better hurry— open Mars 
to trade expansion. 

mill. Or it will be just too bad! 


fat. Cigar? 

mill. Thank you, don't smoke. 
fat. Drink? 

mill. Ditto, Mr. Fayette. 

fay. I like sobriety in my workers 
. . . the trained ones, I mean. The 
Pollacks and niggers, they're better 
drunk— keeps diem out of mischief. 
Wondering why I had you come 
over? 

mill. If you don't mind my saying 
—very much. 

fat ( patting him on the knee). I 
like your work. 

mill. Thanks. 

fay. No reason why a talented young 
man like yourself shouldn't string 
along with us— a growing concern. 
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and examine my niece; I’ll make her Lady Wishfort: Bring what you will, 
confess. I conjure you, Sir Rowland, by but come alive, pray, come alive! Oh, 
all your love, not to fight. this is a happy discovery! 

Wait-Mil: I am charmed, madam; I JVaitwell: Dead or alive I’ll come-^ 
obey. But some proof you must let me 5 and married we will be in spite of 
give you; I’ll go for a black box which treachery; aye, and get an heir that 
contains the writings of my whole es- shall defeat the last remaining glimpse 
tate, and deliver that into your hands. of hope in my abandoned nephew. 

Lady JVishfort: Aye, dear Sir Row- Come, my buxom widow: 
land, that will be some comfort. Bring 10 Ere long you shall substantial proofs 
the black box. receive, 

JVaitzvrll: And may I presume to That I’m an errant knight — 
bring a contract to be signed this night? Foible: \_Asidef\ Or arrant knave. 
May I hope so far? [Exeunt 

QUESTIONS ON ACT IV 

1. Compare Lady Wishfort’s conversation with Foible as she prepares 
to meet her lover (p. 422a, 7 fF.) and Millamant’s later conversation with 
Mirabell (p. 424a, 35 ff.). Would it be fair to say that Lady Wishfort is 
very artfully preparing to appear artless and that Millamant reverses the 
process— that she is trying to appear more artful and designing than she 
really is? 

2. The “bargaining scene” between Millamant and Mirabell is obviously 
balanced by the “love” scene between Lady Wishfort and the supposed 
Sir Rowland. What points of resemblance are there? What is the basic 
contrast? In what different ways, for example, do Millamant and Lady 
Wishfort dismiss any suggestion that their desires are in the least way 
“carnal”? What is the difference between the mind and personality 
shown, on the one hand, by Mirabell and Millamant, and, on the other, 
by Lady Wishfort ? 

3. Millamant stipulates that Mirabell must refrain after their marriage 
from all “nauseous cant.” How does the scene between Lady Wishfort 
and the supposed Sir Rowland give point to her proviso ? 

4. Both the bargaining scene and the declaration of “Sir Rowland” to 
Lady Wishfort may be taken as parodies on the conventional proposal 
scene. In what way is each a parody? 

5. How does the interviewof the matter-of-fact, unsentimental Sir Wilfull 
with Millamant prepare for the bargaining scene which follows it? 

6. An ironic complication in this act is the fact that in one respect the 
plans of Marwood and her lover Fainall are at cross purposes. Trace out 
the difficulty created for them by this fact. 

7. As questions 2, 3, 4, and 5 suggest, the act is almost entirely con- 
cerned with “love” scenes. On the face of it the drunken scenes involving 
Witwood, Petulant, and Sir Wilfull may seem to violate the pattern; yet 
closer inspection reveals that they also fit into it. In view of this fact, 
could we venture any conclusion as to the sort of statement about love 
which is being made or implied by the act as a whole? 
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ACT V 

[Yscene continues ] 

[Ladv If nhfi it and 1 oibL ] 

Ladv JVishtmt Out of my house 1 Out 
of my house, thou r iper, thou serpent, 
that 1 ha\e fostered 1 thou bosom trai- 
tress, that I raised from nothing* — Be- 
gone, begone, begone, go* go* — I hat I i 
took from washing of old gauze and 
wearing of dead hair, with a bleak blue 
nose or er a chafing-dish of starr ed 
embers, and dining behind a trarerse 
rag, 1 m a shop no bigger than a bird- i 
cage* — Go, go* Starr e again* Do, do* 

roibl. Dear madam, I’ll beg pardon 
on my knees 

Ladv If islifort Arvay* out, out* — Go, 
set up for yourself again * — Do, dm e a 2 
trade, do, with your three-pennyrr orth 
of small ware, flaunting upon a pack- 
thread under a brandy-seller’s bulk, or 
against a dead wall by a ballad-monger* 
Go, hang out an old Frisoneer gorget, 2 2 
with a yard of yellow colbertine 1 again, 
do* An old gnawed mask, two rows of 
pins, and a child’s fiddle, a glass neck- 
lace with the beads broken, and a 
quilted night-cap with one ear* Go, go, 3 
drive a trade* — These were your com- 
modities, your treacherous trull* this 
svas the merchandise you dealt in when 
I took you into my house, placed you 
next myself, and made you go\ernante3 
of my whole family* You hare forgot 
this, hare you, now you hare feathered 
your nest? 

Foible No, no, dear madam Do but 
hear me; have but a moment’s patience 41 
I’ll confess all Mr Mirabell seduced me 


should come to no damage* — Or else 
the wealth of the Indies should not have 
bribed me to conspire ag unst so good, 
so sweet, so kind a ladv as you have 
5 been to me 

Lad\ IFishfoit No damage* What, to 

betray me, and marry me to a cast 
serringman* to make me a receptacle,' 
an hospital for a decayed pimp* No 
o damage* O thou frontless impudence, 
more than a big-bellied actress* 

rntbL Prav, do but he ir me, madam* 
He could not marry your ladyship, 
madam — No, indeed, his marriage was J 
3 to hare been r oid in law, for he rvas 
married to me first, to secure your 
ladyship He could not hare bedded 
your ladyship, for if he hid consum- 
mated with your ladyship, he must hare 
orun the risk of the law, ind been put 
upon his clergy 1 — Y es, indeed, I in- 
quired of the law in that case before I 
would meddle or make 

Ladv If ishfort \\ hat, then I have 
5 been voui property , Inr e P I have been 
conyenient to you, it seems* — while you 
yvere catering for Mirabell, I hare been 
broker for you* \\ hat, hit e you made a 
passire bawd of me* — This exceeds all 
o precedent * I am brought to fine uses, to 
become a botcher of second-hand mar- 
riages between Abigails and Andrews 
I’ll couple you* Yes, I’ll b iste you to- 
gether, you and your Philander I’ll 
5 Duke’s-place * you, is I’m a person! 
Y oui turtle is m custody already you 
shall coo in the same cage if there be a 
constable or rr irrant in the parish 
[ \Ent Ladv If 1 lifoit ] 
a foible Oh, that er er I was bom! Oh, 
that I was ever married* — A bride! — 


I am not the first that he has wheedled aye, I shall be a Bridewell-bride. 6 — Ohl 
with his dissembling tongue, your lady- [Enter Mrs FainaU ] 
ship’s own wisdom has been deluded by Mrs. Famall Poor Foible, what’s the, 
him — then how should I, a poor igno- 45 matter? 

rant, defend myself? O madam, if you Foible O madam, my lady’s gone for 
knew but rvhat he promised me, and a constable* I shall be had to a justice 

how he assured me your ladyship . Forced to plead beneht of clergy (tested 

by the ability to read) in order to escape 
1 A ragged curtain. 2 Worn over the bosom hanging 5 See Act 1, note 6 6 House of 

8 Cheap lace. correction 
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and put to Bridewell to beat hemp. took a book and swore us upon it, but it 
Poor Waitwell’s gone to prison already. was but a book of poems. So long as it 

Mrs. Fainall: Have a good heart, was not a Bible oath, we may break it 

Foible; Mirabell’s gone to give security with a safe conscience. 

» for him. This is all Marwood’s and my 5 Mrs. Fainall: This discovery is the 
husband’s doing. most opportune thing I could wish. — 

Foible: Yes, yes; I know it, madam. Now, Mincing! [Enter Mincing.J 
She was in my lady’s closet, and over- Mincing: My lady would speak with 
heard all that you said to me before Mrs. Foible, mem. Mr. Mirabell is with 
dinner. She sent the letter to my lady, 10 her; he has set your spouse at liberty, 
and that missing effect, Mr. Fainall laid Mrs. Foible, and would have you hide 
this plot to arrest Waitwell when he yourself in my lady’s closet till my old 

pretended to go for the papers, and in lady’s anger is abated. Oh, my old lady 

• the meantime Mrs. Marwood declared is in a perilous passion at something Mr. 
all to my lady. 15 Fainall has said; he swears, and my old 

Mrs. Fainall: Was there no mention lady cries. There’s a fearful hurricane, 
made of me in the letter? My mother I vow. He says, mem, how that he’ll 
does not suspect my being in the con- have my lady’s fortune made over to 
federacy? I fancy Marwood has not him, or he’ll be divorced, 
told her, though she has told my 20 Mrs. Fainall: Does your lady or 
husband. Mirabell know that? 

Foible: Yes, madam, but my lady did Mincing: Yes, mem; they have sent 
not see that part; we stifled the letter me to see if Sir Wilfull be sober, and to 
before she read so far — Has that mis- bring him to them. My lady is resolved 
t chievous devil told Mr. Fainall of your 25 to have him, I think, rather than lose 
ladyship, then? such a vase sum as six thousand pounds. 

Mrs. Fainall: Aye, all’s out, my affair — Oh, come, Mrs. Foible, I hear my old 
with Mirabell — everything discovered. lady. 

This is the last day of our living to- Mrs. Fainall: Foible, you must tell 
gether, that’s my comfort. 30 Mincing that she must prepare to vouch 

Foible: Indeed, madam; and so ’tis a when I call her. 
comfort if you knew all — he has been Foible: Yes, yes, madam, 
even with your ladyship, which I could Mincing: Oh, yes! mem. I’ll vouch 
have told you long enough since, but I anything for your ladyship’s service, be 
/ love to keep peace and quietness by my 35 what it will. [Exeunt Mincing and 
goodwill. I had rather bring friends Foible F\ [ Enter Lady Wishfort and Mrs. 
together than set ’em at distance. But Marzcood .] 

Mrs. Marwood and he are nearer re- Lady Wishfort: Oh, my dear friend, 
lated than ever their parents thought how can I enumerate the benefits that I 
for. 40 have received from your goodness! To 

Mrs. Fainall: Sayest thou so. Foible? you I owe the timely discovery of the 
Canst thou prove this? false vows of Mirabell; to you I owe the 

Foible: I can take my oath of it, detection of the imposter Sir Rowland. 

. /madam; so can Mrs. Mincing. We have — And now you are become an inter- 
-1 had many a fair word from Madam 43 cessor with my son-in-law, to save the 
Marwood, to conceal something that honor of my house and compound for 
passed in our chamber one evening when the frailties of my daughter. Well, 
you were at Hyde Park, and we were friend, you are enough to reconcile me 
thought to have gone a-walking, but we 1 
went up unawares — though we were 5J 
sworn to secrecy, too; Madam Marwood ' 


jto the bad world, or else I would retire 
jto deserts and solitudes, and feed harm- 
less sheep by groves and purling streams. 
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' Dear Marwood, let us leave the world, Lady JVishfort: O dear friend, I am so 

1 and retire by ourselves and be shepherd- ashamed that you should meet with such 

'jesses. returns ! — [To Mu. Fainall.] You 

Mrs. Marwood: Let us first dispatch ought to ask pardon on your knees, un- 
the affair in hand, madam. We shall 5 grateful creature; she deserves more 
have leisure to think of retirement after- from you than all your life can accom- 

wards. Here is one who is concerned in piish . — [To Mrs. Marwood Oh, don’t 

the treaty. leave me destitute in this perplexity! 

Lady JVishfort: Oh, daughter. No, stick to me, my good genius, 
daughter! is it possible thou shouldst be 10 Mrs Fainall: 1 tell you, madam, you 
my child, bone of my bone, and flesh are abused. — Stick to you! aye, like a 

of my flesh, and, as I may say, another leech, to suck your best blood— she’ll 

me, and yet transgress the most minute drop off when she’s full. Madam, you 

particle of severe virtue? Is it possible shan’t pawn a bodkin, nor part with a 

you should lean aside to iniquity, who 15 brass counter, in composition for me. I 


have been cast in the direct mould of defy ’em all. Let ’em prove their asper- 
/virtue? I have not only been a mould sions; I know my own innocence, and 
/but a pattern for you and a model for dare stand a trial. {Exit Mrs. Fainall.] 
you, after you were brought into the (, Lady JVishfort: Why, if she should be 
world. 20/innocent, if she should be wronged after 

Mrs. Fainall: I don’t understand your • all — ha! I don’t know what to think- 
ladyship. ;and I promise you her education has 

Lady JVishfort: Not understand ? Why, jfbeen unexceptionable — I may say it; for 
have you not been naught? 7 have you ll chiefly made it my own care to initiate 
not been sophisticated ? 8 Not under- 25 her very infancy in the rudiments of ' 
stand! here I am ruined to compound for virtue, and to impress upon her tender 
your caprices and your cuckoldoms. I years a young odium and aversion to the 

must pawn my plate and my jewels, and very sight of men. Aye, friend, she would 

ruin my niece, and all little enough — ha’ shrieked if she had but seen a man, 
Mrs. Fainall: I am wronged and 3c till she was in her teens. As I am a per- 


abused, and so are you. ’ 1 is a false 
accusation — as false as hell, as false as 
your friend there, aye, or your friend’s 
friend, my false husband! 


Ison, ’tis true — she was never suffered to 
Iplay with a male child, though but in 
Icoats; nay, her very babies 3 were of the 
'feminine gender. Oh, she net er looked a 


Airs. Marwood: My friend, Mrs. Fain- 33 man in the face but her own father, or 


all! Your husband my friend? What do 
you mean? 

Mrs. Fainall: I know what I mean, 
madam, and so do you; and so shall the 
world at a time convenient. 


ifthe chaplain, and him we made a shift 
I to put upon her for a woman, by the 
I help of his long garments and his sleek 
\face, till she was going in her fifteen. 
40 Mrs. Marwood: ’Twas much she 


Mrs. Marwood: I am sorry to see you should be deceived so long, 
so passionate, madam. More temper Lady JVishfort: I warrant you, or she 
would look more like innocence. But I would never have borne to have been 


have done. I am sorry my zeal to serve catechized by him; and have heard Vtis ■ 
your ladyship and family should admit 45 long lectures against singing and danc- 
of misconstruction, or make me liable to ing, and such debaucheries; and going to 
affronts. You will pardon me, madam, if filthy plays, and profane music-meet- 
I meddle no more with an affair in which ings, where the lewd trebles squeak 
l am not personally concerned. nothing but bawdy, and the basses roar 


7 Naughty. 8 “Adulterated.” 


’ Dolls. 
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blasphemy Oh, she would have swooned you must hear till you are stunned — 
at the sight or name of an obscene play- nay, you must hear nothing else for 
booh! — and can I think., after all this, some days 

that my daughter can be naught 5 What, Lad\ If ishfort Oh, 'tis insupportable! 
a whore 5 and thought it excommunica- 5 No, no, dear friend, make it up, make 
tion to set her foot within the door of a it up, aye, aye, I’ll compound I’ll give 
pla> house 1 O dear friend, I can’t believe up all, myself and my all, my niece and 
it No, no 1 As she says, let him prove it herall — anything, everythmgfor compo- 
— let him prove it sition 

Mr r Mai load Prove it, madam 5 10 Mir Mamood Nay, madam, I ad- 
Whar, and have your name prostituted vise nothing, I only lay before you, as a 
in a public court — vours and your friend, the inconveniences which per- 

daughter’s reputation vvoined at the haps you have overseen Here comes 
> bar by a pack of bawling 1 ivv vers 5 To be Mr 1 amall If he will be satisfied to 
ushered in with an “Oycz” 10 of scandal, 15 huddle up all in silence, I shall be glad, 
and have your case opened b\ an old You must think I would rather con- 
fumbling lecher in a quoif u like 1 man- gratulate than condole with you. 
midwife, to bring your daughter’s Lad\ II ishfort Aye, aye, I do not 
inf imy to light, to be a theme foi legal doubt it, dear Marwood, no, no, I do 
punsters and quibblers by the statute, 20 not doubt it [_Enter ramall~\ 
and become a jest ag nnst a rule of court, F amall W ell, madam, I hav e suffered 

wheie there is no precedent for a jest in nryself to be overcome by the lmpor- 

any record — not even in Domesday tunity of this lady, your friend, and am 
Hook, to discompose the grav lty of the content you sh ill enjoy your own proper 
bench, and provoke naughty interroga- 23 estate during life, on condition you 
tones m more naughty law Latin, while ^oblige vourself never to marry, under 
the good judge, tickled with the pro- such penalty as I think convenient, 
eeeding, simpers under a grey beard. Lady If ishfort Never to marry 1 

and hdgets off and on his cushion as if he ramall No more Sir Rowlands, the 

had swallowed cantharides, or sat unon 30 next imposture may not be so timely 
cow-itch — detected 

Lady W ishfort Oh, ’tis very hard 1 Mrs Marcood That condition, I dare 

Mrs Mar mod And then to hav e my ansvvtr, mv lady will consent to without 

young revellers of the Temple take difficulty, she has ilready but too much 

notes, like ’prentices at a conv enticle, 33 experienced the perhdiousness of men — 
and after, talk it ill over again m com- Besides, madam, when we retire to our 
mons, or before driwers m an eating- pastoral solitude we shall bid adieu to 
house all other thoughts 

I.ad\ II ishfort W orse and worse 1 Lad\ II ishfort \ye, that’s true, but 

Mrs Maroood Nay, this is nothing, 40 in case of necessity, as of health, or 
if it would end here, ’twere well But it some such emergency — 
must, after this, be consigned by the ramall Oh, if you are prescribed mar- 
shorthand writers to the public press; 1 nage, you shall be considered, I only will 
/ and from thence be transferred to the .J reserve to myself the power to choose for 
hands, nay into the throats and lungs 45 you. If your physic be wholesome, it 
of hawkers, with voices more licentious matters not who is your apothecary 
than the loud flounder-man’s, or the Next, my wife shall settle on me the re- 
woman that cries grey peas And this mamder of her fortune not made over 

already, and for her maintenance depend 
10 The call made to open a session of court 5°lentirely on my discretion 
11 Law v er’s cap Lady If ishfort This is most in 
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humanly savage, exceeding the bar- 
barity of a Muscovite hushand. 

Ft. ; I learned it frun hit Czarish 
majesty’s retinue, in a winter eve- 
ning’s conference over brandy and pep- 
per, amongst other secrets of matrimony 
and policy as they are at present prac- 
tised in the northern hemisphere. But 
this must be agreed unto, and that 
positively. Lastly, I will be endowed, in 1 
right of my wife, with that six thousand 
pounds which is the moiety of Mrs. 
Millamant’s fortune in your possession, 
and which she has forfeited las will 
appear by the last will and testament of 1 
vour deceased husband. Sir Jonathan 
Wishfort) by her disobedience in con- 
tracting herself against your consent or 
knowledge and by refusing the offered 
match with Sir Wilfull Witwoud. which a 
you, like a careful aunt, had provided 
for her. 

Lady Wishfort: My nephew was non 
compos, and could not make his ad- 
dresses. 2 

Fainall: I come to make demands — 
I’ll hear no objections. 

Lady Wishfort: You will grant me 
time to consider? 

Fainall: Yes, while the instrument is 3 
drawing, to which you must set your 
hand till more sufficient deeds can be 
perfected — which I will take care shall 
be done with all possible speed. In the 
meanwhile I will go for the said instru- 3 
ment, and till my return you may bal- 
ance this matter in your own discretion. 
[_Exit Fainall.'] 

Lady Wishfort: This insolence is be- 
yond all precedent, all parallel. Must I 
be subject to this merciless villain? 

Mrs. Marwood: ’Tis severe indeed, 
madam, that you should smart for your 
daughter’s wantonness. 

Lady Wishfort: ’Twas against my con- 
sent that she married this barbarian, 
but she would have him, though her 
year was not out. — Ah! her first hus- 
band, my son Languish, would not have 


carried it thus! Well, that was my 
choice, this is hers: she is matched now 
with a witness. — I shall be mad! — Dear 
friend, is there no comfort for me? must 
5 I live to be confiscated at this rebel- . 
rater — Here come two more of my 
Egyptian plagues too. V£i:,r Mrs. Mjl- 
iamar.t and Sir Wnf<,'.. Wr:i iJ.J 

Sir W:!f , 1 !: Aunt, your servant. / 

a Lad: Wisher:: Out. caterpillar! Call 
not me aunt! I know thee not! 

Si r II ilf 1 !'.: I confess I have been a 
little in disguise. 1 ’’ as they say.— 'Sheart! . 
and I’m sorry for’t. What would you 
5haver I hope I have committed no 
offence, aunt — and if I did I am willing 
to make satisfaction; and what can a | 
man say fairer? If I have broke any- 
thing. I’ll pay for’t, and it cost a pound. 
oAnd so let that content for what’s past,' 
and make no more words. For what’s to 
come, to pleasure you I'm willing to 
* marry my cousin; so pray let’s all be 
friends. She and I arc agreed upon the v 
3 matter before a witness. 

Lady Wishfort: How's this, dear niece? ' 
Have I any comfort? Can this be true? 

Mrs. Millamart: I am content to be a 
sacrifice to your repose, madam, and to 
o convince you that I had no hand in the 
plot, as you were misinformed. I have 
laid my commands on Mirabell to come 
in person and be a witness that I give 
my hand to this flower of knighthood; 

; and for the contract that passed between 
Mirabell and me, I have obliged him to 
make a resignation of it in your lady- 
ship’s presence. He is without, and waits 
your leave for admittance, 
a Lady Wishfort: Well, I’ll swear I am 
something revived at this testimony of 
your obedience, but I cannot admit that 
traitor — I fear I cannot fortify' myself 
to support his appearance. He is as ter- w 
5 rible to me as a gorgon, if I see him I 1 
fear I shall turn to stone, and petrify 
incessantly'. 

Mrs. Millamant: If you disoblige him, 
he may resent your refusal and insist 


u Peter the Great visited England in 1697. 


11 Drunk. 
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upon the contract still. Then ’tis the your pity. I am going where I never shall 
last time he will be offensive to you. behold you more — 

Lady Wishfort: Are you sure it will be Sir If'ilfull: How, fellow-traveller! 
the last time? — If I were sure of that — you shall go by yourself then, 
shall I never see him again? j Mirahell: Let me be pitied first, and 

Mrs. Millamant: Sir Wilfull, you and afterwards forgotten. — I ask no more, 
he are to travel together, are you Sir Wilfull: By’r Lady, a very reason- 
notr able request, and will cost you nothing, 

Sir Wilfull: ’Sheart, the gentleman’s aunt! Come, come, forgive and forget, 
a civil gentleman, aunt; let him come in. io aunt. Why, you must, an you are a 
Why, we are sworn brothers and fellow- Christian. 

travellers. — We are to be Pylades and Mirabell: Consider, madam, in reality 
Orestes," he and I. He is to be my in- you could not receive much prejudice, 
/terpreter in foreign parts. lie has been It was an innocent device; though I 
overseas once already, and with proviso 15 confess it had a face of guiltiness, it was 
that I marry my cousin, will cross ’em. at most an artifice which love contrived 
once again only to bear me company. — — and errors which love produces has e 

'Sheart, I’ll call him in. An I set on’t ever been accounted venial. At least 
once, he shall come in; and see who'll think it is punishment enough that I 
hinder him. [\Rvi/ Sir Wilfull. 2 20'have lost what in my heart I hold most 

Mrs. Marecood: This is precious fool- 'dear, that to your cruel indignation I 
ing, if it would pass; but I’ll know the have offered up this beauty, and with 
bottom of it. her my peace and quiet — nay, all my 

Lady Wishfort: O dear Marwood, you hopes of future comfort, 
are not going? a; Sir Wilful!: An he does not mo\e me, 

Mrs. Martvood: Not far, madam; I’ll would I may never be o’ the quorum! 
return immediately. \_Exit Mrs. Mar- An it were not as good a deed as to 
t voodL] \_Re-euUr Sir Wilfull and Mira- drink, to gi\e her to him again, I would 
bell. 2 I might never take shipping! — Aunt, if 

Sir Wilfull: Look up, man, I’ll stand 30 you don’t forgive quickly, I shall melt, 
by you. ’Sbud an she do frown, she can’t I can tell you that. My contract went 
kill you; besides — harkee, she dare not no farther than a little mouth glue, and 
frown desperately, because her face is that’s hardly dry — one doleful sigh more 
none of her own. ’Sheart, an she should, from my fellow-traveller, and ’tis dis- 
her forehead would wrinkle like the coat 35 solved. 

/of a cream-cheese; but mum for that, Lady Wishfort: Well, nephew, upon 
fellow-traveller. your account — Ah, he has a false in- 

Mirahell: If a deep sense of the many sinuating tongue! — Well sir, I will stifle 
injuries I have offered to so good a lady, my just resentment at my nephew’s re- 
with a sincere remorse and a hearty 40 quest. I will endeavor what I can to 
contrition, can but obtain the least forget, but on proviso that you resign 
glance of compassion, I am too happy, the contract with my niece immediately. 
Ah, madam, there was a time! — but let Mirabel!: It is in writing, and with 
) it be forgotten — I confess I have de- papers of concern; but I have sent my 
servedly forfeited the high place I once 45 servant for it, and will deliver it to you 
held, of sighing at your feet. Nay, kill with all acknowledgments for your 
me not, by turning from me in disdain. transcendent goodness. 

I come not to plead for favor — nay, not Lady Wishfort: [A side. 2 Oh, he has 
for pardon; I am a suppliant only for (witchcraft in his eyes and tongue! — 

5'oWhen I did not see him, I could have 
14 Faithful friends in Greek legend. bribed a villain to his assassination; but 
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his ippearance rakes the embers which or swim, is she and the current of this 
line c o long Inn smothered in niv lewd town cm agree 
bieast [_E ttr TamaV and Mr r Mat- Lad\ JVirhfsrt Is there no me ins, no 
d~\ remedy to stop m\ ruin ? Un^riteful 

ramall Your date of deliberation, 5 wretch 1 dost thou not owe tin bung, tin I 
madam, is expired Here is the mstru- subsistence, to im d uighter’s fortune 
men t, are you prepared to sign ramall I’ll answer aou when I ha\e 

Lad\ If ishfort If I were prepired, I the rest of it in mv possession 
am not impowered My meee exerts 1 Mirar ll Ba* th it aou would not ac 
lawful cl 11m, hieing m itched herself ha locept of 1 reined a from me h inds — I own 
mv direction to Sir \\ llfull I h i\ e not desere ed y ou should owe any 

r auiaH That sham is too gross to obligation to me, or else perhaps I coulJ 
pass on me — though 'tis imposed on a ou, ids lse — 

madam Lad JJ ishf rt Oh, whit — as hat' To 

Mrs Millamant Sir, I have giy en my i 3 sav c me and my child from ruin, from 
consent w mt I’ll forgive all that’s past, nay, I’ll 

Mirabell And, sir, I have resigned my consent to anything to come, to be de 
pretensions hv ered from this ty rannv 

SirWiljull And, sir, 1 assert my right Mtrabtll Aye, m idam, but that is toe 
and will maintain it m defiance of y ou, 20 late, my rew ard is intercepted A ou have 
sir, and of your instrument ’Sheart, in disposed of her who onla could have 

vou talk of an instrument, sir, I has e an made me a compens ltion for all my 

old fox lj by my thigh shall hack your'' services But be it as it may, I am re 

instrument of ram vellum to shreds, sir 1 solved I’ll serve you 1 Aou sh ill not be 

It shall not be sufficient for a mittimus lr wronged in this sav age manner 

or a tailor’s measure Therefore with- Lad\ JFishJorl How 1 Dear Mr Mira- 
draw your instrument, sir, or by’r Lady, bell, can you be so generous at last ? But 

I shall draw mine it is not possible Harkee, I 11 break my 

Lad\ JFishfort Hold, nephew, hold' nephew s match, you shall have my 
Mrs Millamant Good Sir \\ llfull, jo niece y et, and all her fortune, if v ou can 
respite y our v alor 1 but save me from this imminent danger 

1 ainall Indeed 1 Are you provided of Mtrabtll W ill you r I’ll take you at 
a guard, with your single beef-eater your word I ask no more I must have 

there But I’m prepared for vou, ind leave for two criminals to appear 
insist upon my first proposal Aou shill 35 Lad\ IP ishfort Aye, aye, — mybody, 
submit your own est ite to mv m mage- any body 1 

ment, and -bsolutelv make over my Mtrabtll Foible is one, and a penitent 
wife’s to my sole use, as pursuant to the £ Enter Mrs 1 at nail, roible, and Mine- 
purport and tenor of this other cove- mg ] 

nant — [ To Mrs Millamant ] I suppose, 40 Mrs Maruiood These corrupt things 
madam, your consent is not requisite are brought hithei to expose me [Aside~\ 
m this case, nor, Mr Mirabell, your Oh, my shame 1 £ Mirabell and Lady 
resignation, nor, Sir \\ llfull, your right Wishfort go to Mrs ramall and roible ] 

— You may draw your fox if you please, Fainall If it must all come out, why 
sir, and make a bear-garden flourish 45'let ’em know it, ’tis but the way of the 1 
somewhere else, for here it will not av ail (world That shall not urge me to re- 
1 his my Ladv \\ ishfort, must be sub- hnquish or abate one tittle of my terms, 

1 scribed, or your darling daughter’s I no, I will insist tne more 
j turned adrift, like a leaky hulk, to sink Foible Yes, indeed, madam, I’ll take 

50 my Bible oath of it 

>• Sword ls Writ of commitment to prison Mincing And 'o will I, mem 
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Lady JVishfort: O Marwood, Mar- Waitwell: At hand, sir, rubbing their 
wood, art thou false? My friend deceive eyes — just risen from sleep, 

me? Hast thou been a wicked accomplice Fainall: ’Sdeath, what’s this to me? 
with that profligate man? I’ll not wait your private concerns. 

Mrs. Marwood: Have you so much in- 5 [Enter Petulant and JVitwoud.] 
gratitude and injustice to give credit Petulant: How now! What’s the 
against your friend to the aspersions of matter? Whose hand’s out? 
two such mercenary trulls? JVitwoud: Heyday! What, are you all 

Mincing: Mercenary, mem? I scorn - got together like players at the end of 
your words. ’Tis true we found you and 10 the last act? 

Mr. Fainall in the blue garret; by the Mirabell: You may remember, gentle- 
same token, you swore us to secrecy men, I once requested your hands as 
upon Messalina’s 17 poems. Mercenary? witnesses to a certain parchment. 

' No, if we would have been mercenary, JVitwoud: Aye, I do; my hand I re- 
we should have held our tongues; you 15 member — Petulant set his mark, 
would have bribed us sufficiently. Mirabell: You wrong him. His name 

Fainall: Go, you are an insignificant is fairly written, as shall appear. — 
thing! — Well, what are you the better [Undoing the box.] You do not remem- 
for this? Is this Mr. Mirabell’s expedi- ber, gentlemen, anything of what that 
ent? I’ll be put off no longer. — You, 20 parchment contained? 

'ithing that was a wife, shall smart for JVitwoud: No. 

this! I will not leave thee wherewithal Petulant: Not I; I writ, I read nothing, 

'to hide thy shame; your body shall be Mirabell: Very well, now you shall 

naked as your reputation. know. — Madam, your promise. 

, Mrs. Fainall: I despise you and defy 25 Lady JVishfort: Aye, aye, sir, upon my 
your malice! — You have aspersed me honor. 

wrongfully — I have proved your false- Mirabell: Mr. Fainall, it is now time 
•**" hood! Go, you and your treacherous — I that you should know that your lady, 
will not name it, but, starve together, while she was at her own disposal, and 
Perish! 30 before you had by your insinuations 

Fainall: Not while you are worth a wheedled her out of a pretended settle- 
groat, indeed, my dear. Madam, I’ll be ment of the greatest part of her fortune — 
fooled no longer. Fainall: Sir! pretended! 

Lady JVishfort: Ah, Mr. Mirabell, this Mirabell: Yes, sir. I say that this lady 
I is small comfort, the detection of this 3; while a widow, having, it seems, received 
affair. some cautions respecting your in- 

Mirabell: Oh, in good time. Your leave constancy and tyranny of temper, which 
for the other offender and penitent to from her own partial opinion and fond- 
appear, madam. [Enter Jf’aitwell with a ness of you she could never have 
box of writings .] 40 suspected — she did, I say, by the whole- 

Lady JVishfort: 0 Sir Rowland ! — Well, some advice of friends and of sages 
rascal! learned in the laws of this land, deliver 

JVaitwell: What your ladyship pleases. this same as her act and deed to me in 

$ ) I have brought the black box at last, trust, and to the uses within mentioned. 
fel madam. 45 You may read if you please — [holding 

Mirabell: Give it me. Madam, you re- out the parchment.'] though perhaps what 
member your promise? is written on the back may serve your 

Lady JVishfort: Aye, dear sir. occasions. 

Mirabell: Where are the gentlemen? Fainall: Very likely, sir. What’s here? 

50 — Damnation! [Reads.] “A deed of 
17 Malapropism for miscellaneous. conveyance of the whole estate real of 
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Arabella Languish, widow, m trust to Petulant Tor my part, I siy little — I 
Eduard Mnabcll ” — Confusion 1 think things arc. best off or on 

MiraltV E\ en so, sir, ’tis the way of Jliltoud ’Ygad, I understand noth- 
thc world, sir, — of the widows of the mg of the matter, I’m in a m i/l yet, like 

I world I suppose this deed ma\ bear an 5 a dog in a dancing-school 
elder date th in what you has e obtained Lad\ // ishfort Well, sir, take her, and 
from vour ladv? with her all the joy I can gi\e you 

ramall Perfidious fiend 1 then thus Mrs Mdlamant Why does not the 
I’ll be revenged [ Offers to run at Mrs man take me? Would you have me give 
I ai tali'] 10 my self to vou over again? 

Sir If ilf til Hold, sir 1 Now vou may Mitatnll Aye, and over and over 
make \our bear-garden flourish some- again, [hsses lur hand] I would have 

where else, sir you as often as possibly I cm Well, 

I at nail Mirabell, you shall hear of Heiven grant I love you not too well, 

this, sir, be sure you shall — Let me 1 a that’s all my fear 
pass, oaf 1 [Exit Famall ] Sir JJ ilfull ’bheart, you’ll have time 

Mis 1 ainall Madam, you seem to enough to tov after you’re married, or if 
stifle your resentment, you had better you will toy now, let us have a dance in 

giv e it v ent the meantime, that w e vv ho are not 

Mrs Martood \ es, it shall have 20 lovers may have some other employ- 
v ent — and to your confusion, or I’ll ment besides looking on 
perish in the attempt [ Ent Mrs Mar- MirabtU With all my heart, dear Sir 
-oood ] W ilfull W hat shall we do for music? 

Lad\ JVishfort O daughter, daughter 1 Foille Oh, sir, some that were pro- 
’Tis plain thou hast inherited thy 25 v ided for Sir Rowland’s entertainment 
mother’s prudence are yet within call [ A dance ] 

il/rr I ainall Thank Mr Mirabell, a Lad\ Wishfort As I am a person, I 
cautious friend, to whose advice all is can hold out no longer I have wasted 
owing my spirits so to-day alreadv, that I am 

Lad\ JVithjori Well, Mr Mirabell, 30 ready to sink under the fatigue, and I 
you have kept your promise — and I cannot but have some fears upon me yet, 

must perform mine — First, I pardon, for that my son Famall will pursue some 

your sake, Sir Row land there, and I oible desperate course 

The ne\t thing is to break the matter Mirabell Madam, disquiet not your- 
to mv nephew — and how to do that — 35 self on that account, to my knowledge 
Mirabell For that, madam, give your- his circumstances are such he must of 
self no trouble, let me hav c your consent force comply lor mv part, I will con- 

Sir \V ilfull is my friend He has had tribute all that in me lies to 1 reunion, 

, comp ission upon lov ers, and generously in the meantime, madam — [to Mrs 

engaged a 
lour serv ice 
cute his tra 

Sir IP ilfull 'Sheart, aunt, I have no live easily together, 
nund to marry My cousin’s a fine lady, 

and the gentleman loves her, and she 45 From hence let those be warned who 
loves him, and they deserve one an- mean to wed, 

other Mv resolution is to see foreign, f Lest mutual falsehood stain the bridal 
parts — I have set on’t — and when I’m bed, 

set on’t I must do’t And if these two For each deceiver to his cost may find 
gentlemen would travel too, I think 50 That marriage-frauds too oft are paid 
they may be spared in kind. [ Exeunt omnes.] 


volunteer in this action for 40 Famall ] let me before these witnesses 
, and now designs to prose- restore to you this deed of trust It may 
els be a means, well-managed, to make you 
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EPILOGUE 


After our epilogue this crowd dismisses, 

I’m thinking how this play’ll be pulled 
to pieces. 

But pray consider, ere you doom its fall. 

How hard a thing ’twould be to please 
you all. 

There are some critics so with spleen 
diseased, 5 

They scarcely come inclining to be 
pleased: 

And sure he must have more than mortal 
skill, 

Who pleases anyone against his will. 

Then, all bad poets we are sure are foes, 

And how their number’s swelled, the 
town well knows: 10 

In shoals I’ve marked ’em judging in 
the pit; 

Though they’re on no pretense for 
judgment fit, 

But that they have been damned for 
want of wit. 

Since when, they by their own offences 
taught. 

Set up for spies on plays and finding 
fault. IS 

Others there are whose malice we’d 
prevent; 

Such who watch plays with scurrilous 
intent 

To mark out who by characters are 
meant. 


And though no perfect likeness they can 
trace. 

Yet each pretends to know the copied 
face. 20 

These with false glosses feed their own 
ill nature, 

And turn to libel what was meant a 
satire. 

May such malicious fops this fortune 
find, 

To think themselves alone the fools de- 
signed ! 

If any are so arrogantly vain, 25 

To think they singly can support a 
scene. 

And furnish fool enough to entertain. . 

For well the team’d and the judicious ' 
know 

That satire scorns to stoop so meanly . 
low 

As any one abstracted fop to show. 

For, as when painters form a matchless 
face, 3 1 

They from each fair one catch some 
different grace, 

And shining features in one portrait 
blend. 

To which no single beauty must pre- 
tend; 

I So poets oft do in one piece expose 35 
Whole bclles-assemblees of coquettes and 
*■ beaux. 


NOTES ON THE WAY OF THE WORLD 

I. THE COMPLEXITY OF THE PLOT 

We have already seen (see the Notes on Act II) that some of the reader’s 
difficulty with the play lies in the fact that he is, at the start, expected to 
learn about a fairly large number of characters almost entirely through the 
accounts given of them by others. A more important source of confusion 
is that most of the complex relationships among these characters are pre- 
isented to us in brief explanatory statements rather than fully developed by 
\dramatic interaction of the characters. And when these statements come, 
as they often do, in advance of actions which we as yet grasp only dimly, 
] we are quite likely to overlook their importance. If we do happen to miss, 
i-or grasp inadequately, a brief line -which provides the key to a later 
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action, we may very well go through a whole act in considerable uncer- 
tainty as to its relation to the general movement of the play. For example, 
Mirabell’s purpose in having Waitwell pretend to be a nobleman in love 
with Lady Wishfort is described explicitly in only a few lines in Act II 
(p. 404a, iS ff.) and in Act III (p. 413b, 1 ff.); if their purport is not fully 
caught, the whole business of the disguise and pretended love is likely to 
seem more a mystery, even though amusing, than a significant part of the 
plot. 

Since Congreve uses this method, it is clear that actors and actresses on 
the one hand, and readers on the other, have an unusual responsibility for 
recognizing and giving special emphasis to such key lines. We may ask: 
can an author legitimately impose such extra burdens? Congreve, we feel 
rightly, does not give us enough help in keeping the plot straight. On the 
other hand, the rights which an author has with respect to the reader de- 
pend pretty largely upon what he is giving in return for the labor expended. 
If, like Plautus, he is giving us only farce (and in some wavs Plautus’s plot 
is easier to keep straight than Congreve’s), we may feel little inclined to 
take much trouble in keeping clear about all the details of a complicated 
plot. But if, like Congreve, he is giving us, whether on comic or tragic level, 
a mature comment upon experience, then he may rightly ask us to follow 
him in the method which he has chosen for that comment. As we shall see, 
Congreve has a great deal to say that is worth our attention. Yet here we 
run into another special quality of The Way of the World: although the 
tangle of relationships is a means to an end (unlike Plautus’s confusion, 
which is an end in itself), it is not the only means. That is, although we will 
do well to study out all the lines of action and keep them straight, in one 
sense that is not essential; at least it is not the most important exercise 
demanded of us. For, ultimately, Congreve speaks less by means of the 
j outcome of his various plots and counter-plots than by the tone created by 
the speech, manner, and attitudes of the participants in, and the observers 
of, the various actions. Not that the action can be ignored: it is important 
that Mirabell and Millamant do find a successful solution to their problem: 
but it is more important still that they do it in a certain way and with 
1 complete maintenance of certain essential attitudes (which we shall dis- 
cuss later). If it he argued that the play which we thus characterize must 
be undramatic because it depends rather on talk than on action, the answer 
is this: in a play where so much is accomplished by tone, the talk is a very 
important kind of action. The talk develops attitudes which clash with 
teach other, and, still better, with conventional expectations; it develops 
I character by revelation of basic attitudes. 

Such considerations should be kept in mind when we learn that the play 
originally failed because of its plot and when we are given the standard 
criticism that the plot is too confused. These are important facts: but 
they still do not constitute a final condemnation of the play. 
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2. Congreve’s attitude toward his characters 

When we come to the important problem of Congreve’s comment upon 
expenence, we must first judge his attitudes toward his characters — a task 
' complicated by the fact that these attitudes aie far fiom meeting conven- 
tional expectations In this matter such a seasoned cutic as W M. Thack- 
eray has failed by misleading Congrev e as a c\ me, that is, one who believes 
the worst of human beings It is ironic that’such a charge should result 
from Congreve’s method, which compliments the leader by assuming that 
the readei can distinguish good and bad ecen when the distinction is not 
made obvious 

v/Congreve, for instance, does not divide his characteis into heroes and 
villains He does not undcilme the goodness of his moie admnable charac- 
teis He does not bum with righteous indignation when he piesents such 
bad characters as Mrs Marwood and Fainall, instead, he tieats them with 
detachment by giving due play to then motives, their insight into others, 
their quickness, etc He does not wtteih dende the boobies such as the 
fops and Sir Wilfull, he allows them a measuie of wit and acuteness He 
does not present Mirabel! as a flawless hero, instead he shows Mnabell 
very emphatically in “ the way ot the wot Id ” m his not only' having had an 
affair with Millamant’s cousin but also having married hei off to the un- 
palatable Fainall as a cover-up, Congreve neither conceals these facts nor 
attempts to present Mirabell, m his new love foi Millamant, as a changed 
or “converted” man Finally, Congieve does not male Mdlamant into an 
obviously “sweet” or lovely heioine, she knows her wav about in the world, 
she enjoys coquetry and the exeicise of powei, to grasp hei essential charm 
we must see more than the glittering suiface of her mannei 

( This is chai ictenzation at an adult level, and a naive reader may think 
that it makf c sense only if we legard the author as a saidome obseiver ot 
an insoluble human muddle Such a leadei will think that Congieve ought 
to have had the characteis whom he legaids fuvoiabh leject the artificial 
life of society and cmhiait a more direct, spontaneous wav of life — es- 
pecially in the matter of love The only chaiactei, however, who lejects 
society is Su Wilfull, but, though we are meant to sympathize to some 
extent with S11 Wilfull’s shrewdness and honesty, it is cleai that his 
gauchenes aie still meant to be comic That is, he is also measmed b-> the 
author’s criterion, though he aids the lovers, he does not himself provide a 
icritenon for their conduct 

Society has its shortcomings, then, and the countiy also has its short- 
comings. But this fact does not mean that Congieve believes that nowhere 
are values to be found The fact that we reject some things which the char- 
acters do, while at the same tune we accept other things, shows that a 
system of values is opeiating in the play Out cntical pioblem is to define 
them — not altogether an easy task since, though they do not coincide 
with, they do not wholly differ from, the standaids of conduct upon which 
fashionable society in the play preens itself Yet we should not make the 
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mistake of thinking that Congreve approvingly presents a picture of a 
cynicalh lieai dess society. Nor, on the other hand, does he give us, with 
the ease of the sentimentalist, conventional reassurances about “natural” 
, and spontaneous love, the victory of good over evil, and the triumph of 

( “pure love.” In fact, the elimination of all traces of se ntimental ity is one 
o f_the stri king^ achi evem ent s of the p lay. ' ’ 

3 . congreve’s system of values 

What, then, are Congreve’s values? The IF ay of the World , we may say, 
i /represents values as achieved by discipline. Discipline means control, order, 
the rejection of extremes. What we should go on to observe, then, is how, 
through the action of the play, Congreve does reject extremes. 

Manners Versus Emotions. We are not asked to choose between raw, 
.uninhibited but sincere emotion on the one hand, and artificial, insincere 
/ manners on the other. Such a dilemma is oversimple and therefore false. 
But many of the characters are caught in this dilemma: Sir Wilfull is 
impaled on the former horn, Witwoud and Petulant on the latter. Sir Wil- 
full can say, “The fashion’s a fool . . .”; Witwoud can say (of Millamant), 
“And for my part, but that it is almost a fashion to admire her, I should — 
hark’ee — to tell you a secret, . . . — I shall never break my heart for her.” 

At one extreme, the matter-of-fact Sir Wilfull rejects romantic love, the 
niceties of courtship, gracefully extravagant compliments; when Milla- 
mant shows indifference to him, he dismisses the matter with: “When 
you’re disposed, when you’re disposed. Now’s as well as another time, . . .” 
At the other extreme, the fops are for lovers’ conventions as ends in them- 
selves, for nicety, delicacy of taste, and wit. But their emphasis lies on the 
mastery of the mechanism rather than on anything to be achieved by the 
mechanism. For them, therefore, the poetry of courtship is really as 
.j meaningless as it is for Sir Wilfull. 

Congreve presents a nice irony here: opposite extremes tend to coalesce. 
When drunk, Petulant and Sir Wilfull take precisely the same line. Petulant, 
drunk, can say to Millamant : “ If you are not handsome, what then, if I have 
a humor to prove it? If I shall have my reward, say so; if not, fight for your 
face the next time yourself. . . . I’ll go to bed to my maid.” When his chiv- 
alrous manners are peeled off — and they are worn by him merely as a modish 
garment — he is exactly like Sir Wilfull, who scorns manners and cries out, 
at the mention of wenches, “ Ahey! wenches; where are the wenches?” 

Mirabell and Millamant. The problem of extremes also engages the 
, hero and heroine, though for them discipline means not only the rejection 
i of unsuitable extremes but also the reconciliation of objectives that, in the 
I society in which they live, are usually found in opposition. Millamant, for 
instance, would like to many Mirabell and save her fortune too (maybe 

I she would sacrifice it; since this is comedy, she is not really tested). But 
1 much more important — the play really hinges on this issue — is that Milla- 
mant wants to save, not only her lover and her fortune, but romantic love 
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and marriage too; to have marrufee, but also a certain tone and dignity 
that, like romantic love — as shefilfcs — do nor always go with marriage . * 
The marriage is too often one of^nvenience, of money or social position; 
the poetry of love is dropped after courtship or hardened into a meaning- 
less conventional form for appearance's sake. The problem of Mirabell and 
jlMillamant is to define and create a situation, to discover a discipline, 
[[whereby love and dignity and marriage may be combined. 

Congreve highlights this problem in two places. When Lady Wishfort, 
disillusioned, takes refuge in the mawkish poetry of “ I would retire to 
deserts and solitudes, and feed harmless sheep by groves and purling 
streams. Dear Marwood, let us leave the world, and retire by ourselves 
and be shepherdesses” she shows what is not the way out— escape, an undis- 
ciplined jumping from one extreme to another. On the other hand, the 
famous bargaining scene in Act IV shows Mirabell and Millamant dealing 
directly with their problem — seeking the terms, the discipline, by which 
they may realize their complex objective. The serious implications are all 
there, though the tone is that of the finest comedy — one of urbane and 
witty gaiety. Sentimentalists may miss the feeling, and moralists may miss 
the seriousness (just as neither may know how to deal with Falstaff and 
Hal); Congreve’s achievement is, like that of his characters, the avoidance 
of both lushness and solemnity. 

4 . congreve’s variations on the theme or love 

Why is the bargaining scene so successful? For one thing, because the 
various stipulations and demands, though made in a manner that may sug- 
gest selfishness or indulgence of whim, actually embody sound critiques 
of conventional matrimony, of its trivialities and hypocrisies. Taken alone, 
t-his critique itself might make Mirabell and Millamant look vain, con- 
descending, and persnickety; but it is largely justified by the rest of the 
play. In fact, the relationship of Mirabell and Millamant is to be seen in the 
context of all the relationships of the play, from which it receives con- 
siderable qualification. 

The theme is love, of which Congreve has presented an amazing number 
of variations — not for variety’s sake, but as the background which defines 
the central problem of the play. The Fainalls, for instance, had married 
without love at all — he for money, she to cover up an amour. Lady Wish- 
fort, whose chief concern is sex, is offered pretended passion by Waitwell, 

I a parody of romantic courtship. Fainall and Marwood carry on an illicit 
relationship, marred by his distrust and her halfheartedness. Marwood’s 
, passion for Mirabell offers another variation, unrequited love, though the 

* The phrase “romantic love” perhaps needs further definition, for the word “romantic” 
has been used in so many meanings and the whole phrase has become so vulgarized in recent 
years that its use here may be misleading. Yu we need a ttrm which will not only assert the 
l retention of a certain personal dignity in the relationship— as opposed to “love” that is 
\ selfishly possessive — but also one which will denote the retention of a certain spontaneity and 
s' .charm as opposed to a matter-of-fact, sober-sides domestic partnership. 
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j“love” is largely a medley of desire, pride, pique, and the wish to make 
I Faiuall jealous. Here we have a sharp contrast between her and Mrs. Fain- 
i all, who with equanimity sees her former lover laying suit to another 
'woman. The desire for the contrast may have influenced Congreve here, 
since he leaves us somewhat uncertain about Mrs. FainalPs character; 
perhaps we are to assume that the earlier affair has burned itself out into 
/ a kind of general amiability, but the evidence does not clarify the matter 
finally. Then there are the bachelors — -Sir Wilfull, Petulant, and Witwoutl 
— to whom love is either a fashion or a convenience, and the servants, 
Waitwell and Foible, whose marriage, like that of the Fainalls, is one of 
convenience — in this case, their betters’ convenience. Yet there is a varia- 
l tion here, for the pair seem to be in love: Foible sounds sincere enough 
when, upon her husband’s being arrested, she wails about becoming “a 
Bridewell bride.” 

Ironically enough, they are the only happy couple in the play. It is per- 
haps significant that they are outside the world of fashion and its tempta- 
tions. They can see it in perspective, and Congreve definitely presents 
Them as seeing the other characters as they are. Ironically, they are not 
jat the mercy of the conventions because they are beneath the conventions. 
.Mirabell and Millamant must recognize the conventions, within which 
jthey aim for the same working relationship. Waitwell and Foible, by show- 
ling the possibility of domestic harmony, offer a kind of dramatic intimation 
■I of what Mirabell and Millamant may achieve. 

The IVay of the World represents, then, almost a symphonic pattern in 
which the theme of love receives a variety of treatments, ranging from the 
somber — the Fainall-Marwood affair is bitter, perhaps, as Bonamy Dobree 
has suggested, even verging on the tragic — to the burlesque, which we see 
in Waitwell’s pretended assault on Lady Wishfort. Somewhere between 
those extremes Mirabell and Millamant must plot their couise — facing 
the opposition not merely of the Marwoods who would “mar” their affair 
and of the Fainalls scheming to get their money, but, more importantly, of 
a society which, because of its own addiction to extremes (of convention- 
ality, sentimentality, pretence, etc.), must naturally be opposed to their 
search for balance and discipline. But this latter struggle becomes also a 
struggle with themselves: have they the inner stamina to adhere to stand- 
ards of their own? If not, Millamant will “dwindle into a wife” and Mira- 
bell be “enlarged into a husband” — two phrases, by the way, which 
j beautifully epitomize the stereotyped marital relationship in which the 
j essential dignity of the individual is lost. The loss of that dignity is what 
i Congreve shows in the others: Fainall is “enlarged,” Mrs. Fainall is 
i “dwindled,” Marwood can talk independently to Fainall because she is 
not tied to him. Lady Wishfort is only too eager to dwindle. 

Thus the way of the world gives meaning to the bargaining scene, in 
which the participants struggle with the world and with themselves. 

1 Millamant imposes conditions, but she is equally willing to have Mirabell 
impose conditions: “Speak and spare not,” she says. Some of her chief 
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Injunctions regard their joint conduct rather than her own prerogatives. 
And if each one does speak at times fur himself, how else could Congreve 
, convey the terms of a self-imposed discipline? For each one to outline in 

(detail his own schedule of good behavior would be very close to sentimen- 
tality. But the play does not become soft and effusive. Congreve always 
keeps the tone firm; the wit in the bargaining scene is conspicuous. 


5 . congreve’s use of irony 

Very important in Congreve’s management of the bargaining scene — 
as well as in the whole treatment of the love-affair — is the irony. On one 
plane it is the irony of lovers doing the opposite of what is expected of 
them, namely, haggling over rights and privileges and working out itemized 
[contracts. On another plane, theie is the ironic contrast between the unim- 
portance of many (not all) of the minutiae discussed and the real importance 
of the deeper implications. If the details are trivial, the realism of the 
lovers is not trivial; and there is a real vistfulness — intensified by and yet, 
at the same time, protected from sentimentality by, the humor — in Milla- 
mant’s exclamation, “Let us be as strange as if we had been married a 
great while, and as well-bred as if we were not married at all.” 

Thus Congreve has Mirabell and Millamant approach all issues through 
teasing and banter. They are aware of each other’s faults, as they well may 
be, for they are also aware of their own. The amusing little scene in Act I 
in which Mirabell says, “I like her with all her faults — nay, like her for her 
faults,” is significant. Mirabell is laugh ing at his mistress and also beings 
ironic about his infatuation for her^Note the climax, in which he says of 
Her frailties, “They are now grown as familiar to me as my own frailties, 
and in all piobability in a little time longer I shall like ’em as well.” To 
like her faults lisks the sentimental, but the risk is completely countered 
jby the playful, and yet shrewdly realistic, statement of his devotion to his 
|Own faults. His love is_real,_but he remains ironically perceptive^ 

There should befno doubt of the underlying genuineness of feeling: for 
one thing, no one not a lover (or an outright enemy) would take so much 
trouble to tease and joke about someone else. But the feeling may be 
missed by someone who takes the speeches only at their suiface meaning, 
or someone who demands a direct avowal of feeling and has not the sophis- 
tication to grasp the fact that emotion may be presented indirectly'. 

Congreve makes matters sure, however, when he has Millamant say 
outright, “Well, if Mirabell should not make a good husband. I am a lost 
thing, for I find I love him violently”; she makes her confession, true, but 
even that she balances with a realistic view of future possibilities. Con- 
greve demands more of us in Mirabell’s comparable line at the close of the 
jilay, “Well, Heaven grant I love you not too well; that’s all my fear.’ 
Reflection is needed to show us that the ironic playfulness would be possi- 
ble only to one completely sure of his own feelings. 

Can you find other instances of the indirect conveyance of real feelings? 
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6. THE RELATION OF THE INTRIGUE PLOT TO TIIE 
COMEDY AS A WHOLE 

We have already seen (cf. Sections 4 and 5) that Congreve has his main 
characters engaging in two struggles — one against external forces that 
'.would interfere with their marriage, the other against themselves, against 
j their tendency to give in to the way of the world. Congreve has done a 
' very interesting thing in combining two struggles that are on quite differ- 
ent levels: one is a familiar intrigue plot, common to light plays of the 
period; the other is comedy of character, growing out of the struggle to com- 
% bine love and dignity and marriage, to give them a place in the world with- 
r out conforming to the way of the world. 

The question then arises: is there any real relationship between the two 
struggles? Max they even be contradictory? (Compare the monetary 
“reward” in this play with that in The School for Scandal.) At best, it 
hardly seems that the qualities which Mirabell and Millamant exhibit in 
their struggle with themselves are in any way necessary in the intrigue 
‘■plot: a gross Mirabell and a heartless and superficial Millamant might 
.very well have succeeded in dealing with the obstacles set up by Fainall, 
,''Mrs. Marwood, and Lady Wishfort. 

The Intrigue Plot as Symbol. In one sense the intrigue plot serves to 
indicate that the tone of the play is light rather than solemn. But a more 
important defense for using the intrigue plot and combining it with a 
study of character is that the former docs symbolize on one level, if not a 
very high level, the more important victory which the lovers achieve in 
>' their struggle with themselves: the way of the world can be mastered; the 

■ happy ending can be achieved. If one can conquer the intrigues of the 
'world, one may also be able to conquer its conventions. To gain the con- 
sent of Lady Wishfort, then, is of less importance in itself (the lovers 
might say farewell to the fortune; nothing in the play indicates that they 
would not do this if necessary) than as a symbol, as it were, of their self— 

■ mastery. For the paradox of the situation is that the lovers’ ability to 
master the way of the world in their own private love — to come to terms 
with it without being brought to terms by it — allows them to override the 

1 outside obstacles to their marriage. 

■ The Intrigue in Act V. This truth is well exemplified by a part of the 
action in the final act. Act V is burdened with immense complications, 
some of which, of course, we have been quite able to foresee — Lady Wish- 
fort’s angry disillusionment about Waitwell, her anguish at her daughter’s 
adulterv and at Fainall’s demands, and her getting a truer picture of Mar- 
wood. But halfway through the act there is suddenly made the surpris- 
ing discovery that Mirabell and Millamant are now prepared to resign 

■ each other, and Millamant to accept Sir Wilfull — all, apparently, to please 
Lady \Vishfort. As a result, Lady Wishfort’s wrath is mitigated, Mirabell 
is admitted to her and can further soften her by his personal charm; and 
finally he is able to effect a rescue which is the determining factor in causing 
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Lady Wishfort to decide to withdiaw her opposition to his marrying 
Millamant In one sense, of course, all this is in the mode of intrigue comedy 
- — the bunging about of a desired end by skillful trickery But note actually 
how much play of charactei theie is in the device which Mirabell and Milla- 
mant use the} run the quite serious risk that Lad} Wishfort may, despite 
everything, accept then resignation of each other (she has had enough 
reason to be vindicti\e) Their acceptance of this possibility gives evidence 
of a high degree of willingness to face the consequences, of discipline and 
control Thus, as we have said, then self-mastery is the clue t o then m astery/, 
ofjrhe external situation — — — 

Mirabell’s possession of the deed which prevents Fainall fiom seeming 
his wife’s pioperty belongs of couise in the category of dujs t \ machina__ 
(cf the uncle’s settling evervthing up in The School foi Scandal'' But 
theie is this to be said for it rather than being a mere sehtme to make 
things “come out light,” it does ht into and help exhibit the character of 
Mirabell If he did manv Arabella to Tainall, he at least also rook measmes 
to protect her against Fainall, we see his foicefulness and his essutial 
trustworthiness in the fact that she adopts his plan Our feeling that the 
solution is brought about b} a dcus ex machma, then, is due less to Con- 
greve’s going outside of charactei than to his not warning us what is up, 
that is, to his using surpnse instead of expectation 

The Plot as an Index of Attitude. Actuallv the plot, flimsv and involved 
as it is, succeeds lathei well in emphasizing the special problem v Inch 
confionts Congreve’s heio and heroine The qualities m them which m- 
teiest Congreve aie those highly civilized vntues of insight, understanding, 
and a sense of pioportion 

The person possessed of sm~h virtues has too much knowledge to take 
senouslv things which aie finallv unimportant, too much sense of humor, 
to take himself too scnousl} , ana he has learned that his wav thiough a 
buttle world of appeal anccs and "hows — the woild of “soeietv ” in any 
age — is to maintain a hvelv sense of the transience of things and their 
relative unimpoitance This is not to say that he believes in nothing — that 
I he has no values But his allegiance to those more permanent values m 
which he does believe he mav express thiough understatement, or lonical 
observation, oi jest Take Millamant’s delightful fooling about pinning 
up hei hair with veise, never with prose (Act II) The banter is super- 
ficially in keeping with Witwoud’s more heavy-footed wit, but it is not 
inanely fnvolous It speaks volumes about the merits of the usual veise 
f, of lovers and what it is good for, but it delightfully distinguishes between 

* 1 or some renders the surprise mav he qualified somewhat hv tile following bit of picp- 
aration ’ Minhcll, in preparing his scheme to ensn ire Laelv \\ nhfort bv ‘ manvin^ 1 er to 
the supposed Sir Rowlind took as we remember, some pains to insure that the main i_e 
would be void hv hwin^ Waitwcll lcgallv marned 10 I oiblt Re iders who hive noticed the 
emphasis given to this aspect of the scheme in Acts I and II mav not be too much surprised 
»o hear that Mirabell, in arranging a marriage of convenience for Mrs T ainall, has taken 
care that she will not lose her fortune if Fainall turns out badly The shrewd foresight and 
the consideration arc, after all, in cl aracter 
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the lever who has written his love letter in prose and the one who has at 
least taken the trouble, doubtless by dint of biting his pen, to put his into 
./verse; and lastly, it expresses Millamant’s amused contempt for poor 
Witwoud, who is so proud of his wit and of his ability to speak entertain- 
ingly to a fine lady. 

The Attitude of the Lovers. In general, Millamant and Mirabell through- 
out the play practice the Biblical injunction to “answer a fool according 
| to his folly,” but they are far from being fools themselves. They know, too, 
jhow thoroughly out of place would be a “lyric cry from the heart” in a 
! world devoted to fashion and to keeping up appearances. Moreover, they 
know how easy it is to deceive oneself into thinking that maudlin senti- 
mentality — if only it be one’s own sentimentality — is really serious emo- 
tion. They prefer not to risk the expression of their love in statements that 
may, in their possible extravagance, be confused with the cant of affected 
gallantry, on the one hand, or with overlush sentimentality on the other. 
Their speech is continually ba thed in ironvj^but their deeper feelings can 
I survive the ironical and witty expressions in which they are expressed. 

I Indeed, one can go further and say that their sincerity is guaranteed by the 
j fact that in expressing their affection for each other, neither Mirabell or 
I Millamant relaxes that keen awareness of the deviousness of the way of 
' the world of which the irony is a symptom. The lovers, then, are not sensi- 
tive innocents immersed in a world of folly and knavery. If they maintain 
a kind of innocence, it is because they are able to carry Out the Biblical 
injunction to be as “wise as serpents,” though as “innocent as doves.” This 
is the charm of the lovers, of Millamant in particular. She remains charm- 
’ ing, high-spirited, gay, throughout the play: to be intelligent does not 
i require that she become a cynic, and, being in love, on the other hand, 
'j does not require that she stifle her intelligence. If we as readers feel that 
the plot on which the play rests is a sort of tempest in a teapot — intrigue 
and counterintrigue, cluttered up with some rather ludicrous and farcical 
exposures, we may be sure that Mistress Millamant would be the first to 
agree with us. In its intrigue and in its farcical extravagance the plot is 
but a heightened form of the" way~bf the world which she is able to see 
r through, and thus triumph over. It calls for the ironic playfulness so neatly 
-c' exemplified in Witwoud’s line in the final scene: “What, are you all got 
together, like players at the end of the last act?” 

QUESTIONS 

1. What examples can you find, besides those already referred to, of 
key explanatory lines which the reader must not fail to understand fully 
if he is to follow successfully the details of subsequent action? 

2 . Study all the evidence on the attitude which Congreve takes to 
Sir WilfulL 

3. In the bargaining scene in Act IV, some of the demands made are 
trivial, some less so. Note which ones have to do directly with important 
matters. 
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4. What facts make the final disgrace of Marwood especially ironic? 

5. Study Lady Wishfort’ s speech in Act V about the bringing-up of her 
daughter (p. 434b, 22 IF.). Some of her remarks sound very much like con- 
temporary criticism of the theatre and of other modes of entertainment 
by the Rev. Jeremy Collier and others. What purpose might Congreve 
have had jn thus reproducing their points of view? 

6. What are the indications, throughout Acts IV and V, that Lady 
Wishfort, when she is outside the realm of her chief obsession, is not 
wholly unable to see things as they are? Is anything gained by giving her^ 
such ability? 

7. We have already suggested that the adoption of the point of view of 
“the world” is one distinguishing mark of comedy. For another clue to the 
nature of comedy the reader might consult that part of the last act in 
which Mirabell appears. It is noteworthy that it is his personal charm, j 
more than anything else, which influences the direction of events; on that ' 
ground he is largely forgiven various misdeeds. Might it be correct, then, \ 
to suggest that comedy is concerned with the realm of “personality” ' 
rather than, say, of morality or other extra-personal values? That personal ( 
charm is the chief standard of judgment? How would this apply to The 
School for Scandal? 

8. The student may find it very useful to make some comparison of 
Mirabell and Charles Surface, since the latter also represents the way of 
the world. But note how much milder an example of the man of the world 
Charles Surface is. Is it correct to say that Mnabell also has some. — not 
all — of the qualities of Joseph Surface? Might this thinning out of the 
character of Mirabell be partially responsible for our feeling that the 
treatment of Charles Surface does not escape sentimentality? Judging hy 
the two plays, what inferences can you draw about the difference between 
comedy at the beginning and at the end of the eighteenth century? Like- 
wise, compare Waitwell with old Rowley. 

' 9. We have said that Mirabell’ s possession of the deed from Mrs. Fainall 
comes as a big surprise at the end. Can you find, however, any “buried” 
references which indicate that some sort of document is to be introduced? 
See the last part of Act IV. 

10. Compare the treatment of the “unities” in this play with that in 
Ibsen’s Rosmersholm. Note especially the tightening up of the unity of 
time in Congreve’s play. 

11. Bonamy Dobree suggests that in the relationship between Fainall 
and Marwood Congreve moves toward the tragic. Do you find this a sound 
judgment? Compare, for instance, Marwood and Shakespeare’s Cleopatra: 
does the former seem to have any of the greatness of the latter? To what 
extent is Marwood able to elicit our sympathy? Dobree also sees in Lady 
Wishfort a kind of pathos. Do you accept this judgment? 

12. Compare the final exit of Fainall and Marwood with the final exit 
of the “villains” at the end of The School for Scandal. 

13. The last speech of the play hints the reconciliation of the Fainalls. 
Would this be possible in a problem play? In tragedy? 
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14. We have already pointed out two types of comedy to be discerned 
in this play: the intrigue level, and the level of comedy of chaiacter. 
Besides these we may observe farce (the drunken scenes), comedy of wit 
(even the fools make some very witty remarks), and parody (as in the Lady 
Wishfort courtship scenes). Which of these, if any, are ingredients in what 
is called “ comedy of manners” ? How does the comedy here differ from that 
in Henry IV? Or that in Shaw’s Major Barbara ? (See Appendix A.) 

The Mirabell-Millamant affair is obviously the focal point of the various 
gradations of comedy in the play. How well does it bring them all into 
focus? 

15. How many of the names of the dramatis persona give some clue to 
their characters? 

16. We have discussed the play as a symphonic pattern of variations 
on the theme of love. It may be possible, also, to discern other such pat- 
terns which serve as minor motifs in the play — motifs which support and 
amplify the main theme. 

S' a. Note, for instance, the different variations upon the theme of age. 
Foible tells Lady Wishfort that Mirabell had called her “superannuated”; 
Millamant applies the same adjective to Sir Wilfull. Much, in fact, is made 
of the age of Sir Wilfull. In the middle of Act III Millamant makes some 
rather sharp remarks to Marwood on the subject of age (p. 415b, 48 ff.). Can 
i you find any other references to age which would help support the hy- 
' pothesis that the re is a y outh- a nd-agemo t i f in the play:? 

b. Note, also, that the words which make up the title of the play are 
spoken at various times in the play. Find all the passages in question and 
kee whether they shed any light on the total meaning. Does the phrase 
acquire a different tone as it is used by different characters? Note especially 
the variation in the final use by Mirabell near the end. 

^ c. Finally, there are a number of variations in the language used by 
different characters, even though the language of wit is at one time or 
another used by almost all of them. There is, for instance, Lady Wishfort’s 
“boudoir Billingsgate,” of which we have already spoken. There is the 
rather gauche speech of Sir Wilfull. There. is the sharp contrast between 
Waitwell’s language as he “proposes” to Lady Wishfort and that addressed 
to Foible, his real wife. There are different levels of wit — that of Mirabell 
and Millamant, and that of Witwoud and^ Petulant. At different times we 
have effects dependent upon the repetition of the words of one character 
by another. Do you find other evidences of the special use of language? Do 
all such uses support the central theme of the play? 

/* 17. Might it be argued that the problem of Mirabell and Millamant with 

regard to the social world is in any way comparable to the problem of 
Prince Hal with regard to the political world? Note that both — the lovers 
in one plav and the Prince in the other — must undergo certain disciplines, 
reconcile certain conflicting forces, avoid certain extremes. Does this paral- 
lel, if it holds good, shed further light on the nature of comedy? If the 
I parallel does hold, what character in Congreve’s play might be said to 
! have a role or position comparable to Falstaff’s? 



PART FOUR 




SPECIAL STUDIES 

in the 

TRAGIC MODE 




1 . 


Introduction 


T he plays in this section are in general more difficult 
than any which have preceded, and in each one, also, we 
shall meet problems of a special sort. In the earlier 
1 sections we have gone rather thoroughly into comic types; we are now 
concerned with the tragic mode. Yet the plays do not represent a wholly 
new departure from their predecessors. In Everyman, The London Merchant, 
and Rosmersholm we have been at least on the periphery of tragedy and 
have had to consider tentatively some of the issues which tragedy intro- 
duces — for instance, the problem of the tragic hero, the tragic ending, focus, 
the nature of the conflict. Now we must deal directly, and as fully as possi- 
ble, with these issues and with others like them. 

Within the tragic mode we can find a great variety of examples, and the 
plays in this section have been chosen because they present a diversity of 
( problems. At the same time, certain resemblances between the plays should 
not only provide a background against which to see the differences but 
also suggest, perhaps, certain procedures and assumptions common to trag- 
edy generally. 

Chekhov’s The Sea Gull is not properly tragedy at all, perhaps, but in 
tone it has resemblances to tragedy and therefore poses a problem which 
is suitable to the present section. At the same time Chekhov’s play has a 
partial thematic similarity to Congreve’s The Way of the W orld, which we 
have just read. So The Sea Gull not only affords a convenient transition but 
also throws us immediately into rather complex matters of tone and struc- 
ture. 

With Marlowe’s The Tragical History of Dr. Faustus, one of the best pre- 
Shakespearian plays, we come defi nitely into the realm of tragedy. Though it 
poses at least one special problem in structure, it is less complexly put to- 
gether than Shakespearian tragedy. Hence it provides an especially suitable 
introduction to the study of poetic language in drama — a subject of high 
importance in the work of Shakespeare. 

The Oedipus Rex of Sophocles, one of the most famous of Greek trage- 
dies, is especially useful in the study of tragedy because it not only compels 
us to work through the difficulties offered by the fact that the play comes 
out of a different cultuie from our own, but also permits us to observe, 
behind all the differences in form and myth, the working of a concept of 
tragedy not unlike that of Shakespeare and indeed all great dramatists. 
Like Doctor Faustus, Oedipus is seen in relation to a religious tradition, 

*55 
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and with this basic similarity of situation we can go on to investigate the 
kinds of reality from the contemplation of which tragedy emerges. 

In King Lear we find the most complex of all the tragedies considered 
here — complex in its number of characters, in its involved plot, in its 
profound use of imagery and symbolism, and in its philosophical implica- 
tions. 

With the analysis of King Lear and with the shorter analyses of and 
questions on Hamlet, Othello, Macbeth, and Antony and Cleopatra, the 
present section should provide a useful approach to the study of Shake- 
spearian tragedy. 


2 . Chekhov, The Sea Gull 

r ut si.i cull of Anton Chekhov (1860-1904) was first pre- 
sented in St. Petersburg in 1896; thus it falls within 
the same decade as Ibsen’s Rosmersholm and Wilde’s 
Lady Windermere’s Fan. As a point of departure, therefore, the student 
may find it convenient to see whether there are any parallels among these 
three nearly contemporary European plays. He will observe, for instance, 
that each of them is concerned, to a greater or less degree, with love affairs 
that fall outside the sanction of society. But once this similarity of situation 
has been observed, the real question arises: Is Chekhov’s attitude toward 
his materials the same as that of Wilde or Ibsen? 

This is the problem of tone. Chekhov calls his play a “comedy”; hence 
the reader will want to see whether he can detect any relationship to 
Wilde’s play. If, on the other hand, he does not discover the flippancy or 
the wit or the prevalent gaiety of some of the other comedies he has read, 
but instead finds a large measure of bitter unhappiness, he will have to de- 
cide in what especial sense the word comedy is used. Perhaps he will find a clue 
in the statement of a distinguished actress, who has taken various parts in 
Chekhov plays, that it was Chekhov’s genius to relish joys and smile at 
faults, to observe compassionately the necessary mixture of strength and 
weakness in man. 

As he reads, the student should be attempting to deal with one other ' 
problem — the problem posed by criticisms sometimes made by newcomers 
to Chekhov’s work: “Where’s it all going? There’s no plot.” Is there a 
plot? If there is, what structural peculiarity obscures the fact from the 
casual reader? Keeping such questions in mind will aid the reader in de- 
termining the sources of dramatic effect in The Sea Gull. 
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THE SEA GULL 1 


DRAMATIS PERSONS 


i 

Irina Nikolayevna Arkadi n (Ma- 
dame Treplev), an actress 

Konstantin Gavrilovitch Treplev, 
her son, a young man 

Pyotr Nikolayevitch Sorin, her 
brother 

Nina Mihailovna Zaretchny, a young 
. girl, the daughter of a wealthy land- 
owner 

Ilya Afanasyevitch Shamraev, a re- 
tired lieutenant, Sorin’s steward 


Polina Andreyevna, his wife 
Masha, his daughter 
Boris Alexeyevitch Trigorin, a 
literary man 

Yevgeny Sergeyevitch Dorn, a doc- 
tor ’ 

Semyon Semyonovitch Medvedenko, 
a schoolmaster 
Yakov, a labourer 
A Man Cook 
A Housemaid 


The action takes place in Sorin’s house and garden. Between the Third and Fourth 
Acts there is ail interval of two years. 


ACT I 

[Part of the park on Sorin’s estate. 
, Wide avenue leading away from the 
spectators into the depths of the park 
toward the lake is blocked up by a plat- 
form roughly put together for private 
theatricals, so that the lake is not visible. 
To right and left of the platform, bushes. 
A few chairs, a little table.] 

[The sun has just set. Yakov and other 
labourers are at work on the platform be- 
! kind the curtain; there is the sound of 
coughing and hammering. Masha and 
Medvedenko enter on the left, returning 
from a walk.} 

Medvedenko: Why do you always wear 
black? 

Masha: I am in mourning for my life. 
I am unhappy. 

Medvedenko: Why? [Pondering."] I 
► . don’t understand . . . You are in good 
''' health; though your father is not very 
well off, he has got enough. My life is 
much harder than yours. I only get 
twenty-three roubles a month, and from 

1 The Constance Garnett translation in 
Random House, Inc. 


that they deduct something for the 
pension fund, and yet I don’t wear 
mourning. [They sit down .] 

Masha: It isn’t money that matters. 

5 A poor man may be happy. 

Medvedenko: Theoretically, yes; but 
in practice it’s like this: there are my 
two sisters and my mother and my little 
brother and I, and my salary is only 
io twenty-three roubles. We must eat and 
drink, mustn't we? One must have tea 
and sugar. One must have tobacco. It’s 
a tight fit. 

Masha: [Looking round at the plat- 
15 form."} The play will soon begin. 

Medvedenko: Yes. Miss Zaretchny will 
act: it is Konstantin Gavrilitch’s play. 
They are in love with each other and 
today their souls will be united in the 
zo effort to realize the same artistic effect. 
But your soul and mine have not a 
common point of contact. I love you, I 
am so wretched I can’t stay at home. 
Every day I walk four miles here and 
25 four miles back and I meet with nothing 
but indifference from you. I can quite 
understand it. I am without means and 

the Modem Library text, used by courtesy of 
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have a big family to keep. . . . Who for twenty-eight days and come here for 
would care to marry a man who hasn’t a rest and so on, but they worried me so 
a penny to bless himself with? with all sorts of trifles that before I had 

Masha: Oh, nonsense! [Takes a pinch been here two days I was longing to be 
of snuff. 2 Your love touches me, but I 5 off again. [Laughs.} I’ve always been 
can’t reciprocate it — that’s all. [ Holding glad to get away from here. . . . But 
out the snuffbox to him}. Help yourself. now I am on the retired list, and I have 
Medvedenko: I don’t feel like it. [A nowhere else to go, as a matter of fact, 
pause.} I’ve got to live here whether I like it 

Masha: How stifling it is! There must 10 or not. . . . 
be a storm coming. . . . You’re always Yakov: [To Treplev.} We are going to 
discussing theories or talking about have a bath, Konstantin Gavrilitch. 
money. You think there is no greater Treplev: Very well; but don’t be more 
misfortune than poverty, but to my than ten minutes. [Looks at his watch} ' 
mind it is a thousand times better to 15 It will soon begin, 
go in rags and be a beggar than . . . But Yakov: Yes, sir. [Goes out.} 

you wouldn’t understand that, though. Treplev: [Looking round the stage} 

. . . Here is our theater. The curtain, then 

[Sorin and Treplev enter on the right.} the first wing, then the second, and be- 
Sorin: (Leaning on his walking stick.} aoyond that — open space. No scenery of 
I am never quite myself in the country, any sort. There is an open view of the 
my boy, and, naturally enough, I shall lake and the horizon. We shall raise the 
never get used to it. Last night I went to curtain at exactly half past eight, when 
bed at ten and woke up this morning at the moon rises, 
nine feeling as though my brain were 25 Sorin: Magnificent, 

glued to my skull, through sleeping so Treplev: If Nina is late it will spoil 

long. [Laughs.} And after dinner I ac- the whole effect. It is time she was here, 
cidentally dropped off again, and now I Her father and her stepmother keep a 
am utterly shattered and feel as though sharp eye on her, and it is as hard for her 
I were in a nightmare, in fact. ... 30 to get out of the house as to escape from 

Treplev: Yes, you really ought to live prison. [Puts his uncle’s cravat straight.} 
in town. [Catches sight of Masha and Your hair and your beard aie very un- 
Medvedenko.} When the show begins, tidy. They want clipping or some- 
my friends, you will be summoned, but thing. . . . 

you mustn’t be here now. You must 35 Sorin: [Combing out his beard.} It’s 
please go away. the tragedy of my life. Even as a young 

Sorin: [To il/az/m.] Marya Ilyinishna, man I looked as though I had been 
will you be so good as to ask your papa drinking for days or something of the 
to tell them to take the dog off the sort. I was never a favourite with the 
chain? — it howls. My sister could not 40 ladies. [Sitting down.} Why is your 
sleep again last night. mother out of humor? 

Masha: Speak to my father yourself; Treplev: Why? Because she is bored. 

I am not going to. Please don’t ask me. [Sitting down beside him.} She is jealous. 
[To Medvedenko '. ] Come along! She is set against me, and against the 

Medvedenko: [To Treplev.} So you 45 performance, and against my play be- 
will send and let us know before it cause Nina is acting in it, and she is not. 
begins. [Both go out.} She does not know my play, but she 

Sorin: So I suppose the dog will be hates it. 
howling all night again. What a business Sorin: [Laughs.} What an idea! 

it is! I have never done as I liked in the 50 Treplev: She is annoyed to think that 

country. In old days I used to get leave even on this little stage Nina will have 
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a triumph and not she. [ Looks at Ins convenient for domestic use; when in a 
watch.'] My mother is a psychological thousand variations I am offered the 
freak. Unmistakably talented, intelli- same thing over and over again — I run 
gent, capable of sobbing over a book, away as Maupassant ran away from the 
, she will reel off all Nekrassov by heart; 5 Eiffel Tower, which weighed upon his 
as a sick nurse she is an angel; but just brain with its vulgarity, 
try praising Duse in her presence! O-ho ! Sorin: You can't do without the stage. 

You must praise no one but herself, you Treplev: We need new forms of expres- 

must write about her, make a fuss over sion. We need new forms, and if we 
her, be in raptures over her extraordi- 10 can’t have them we had better have 
nary acting in La Dame aux Camelias nothing. \_Looks at his watch.] I love 
or the Ferment of Life; but she has none my mother — I love her very much — but 
of this narcotic in the country, she is she leads a senseless sort of life, always 
> bored and cross, and we are all her taken up with this literary gentleman, 
enemies — we are all in fault. Then she 15 her name is always trotted out in the 
is superstitious — she is afraid of three papers — and that wearies me. And 
candles, of the number thirteen. She is sometimes the simple egoism of an 
stingy. She has got seventy thousand ordinary mortal makes me feel sorry 
roubles in a bank at Odessa — I know that my mother is a celebrated actress, 
that for a fact — but ask her to lend you 20 and I fancy that if she were an ordinary 
some money, and she will burst into woman I should be happier. Uncle, 
tears. what could be more hopeless and stupid 

Sorin: You imagine your mother does than my position? She used to have 
not like your play, and you are already visitors, all celebrities — artists and 
upset and all that. Don’t worry; your 25 authors — and among them all I was the 
mother adores you. only one who was nothing, and they 

Treplev: Pulling the petals off a only put up with me because I was her 

flower. ] Loves me, loves me not; loves son. Who am I? What am I? I left the 

me, loves me not; loves me, loves me not. University in my third year — owing to 

\Laughs 7 ] You see, my mother does not 30 circumstances “for which we accept no 
love me. I should think not! She wants responsibility,” as the editors say; I 

to live, to love, to wear light blouses; have no talents, I haven’t a penny of my 

and I am twenty-five, and I am a own, and on my passport I am described 

continual reminder that she is no longer as an artisan of Kiev. You know my 

I young. When I am not there she is only 35 father was an artisan of Kiev, though 
thirty-two, but when I am there she is he too was a well-known actor. So, 

forty-three, and for that she hates me. when in her drawing room all these 

She knows, too, that I have no belief in artists and authors graciously noticed 

the theater. She loves the stage, she, me, I always fancied from their faces 
fancies she is working for humanity, /40 that they were taking the measure of 
for the holy cause of art, while to my my insignificance — I guessed their 
mind the modern theater is nothing bul thoughts and suffered from the humilia- 
tradition and conventionality. When the tion. . . . 

curtain goes up, and by artificial light, Sorin: And, by the way, can you tell 
'I in a room with three walls, these great 45 me, please, what sort of man this literary 
geniuses, the devotees of holy art, repre- gentleman is? There’s no making him 
sent how people eat, dunk, love, move out. lie never says anything, 
about, and wear their jackets; when Treplev: He is an intelligent man, 
from these commonplace sentences and good-natured and rather melancholy, 
pictures they try to draw a moral — a 50 you know. A very decent fellow. He is 
petty moral, easy of comprehension and still a good distance off forty, but he is 
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already celebrated and has enough and let me come here. They say it is so 

to spare of everything. As for his writ- Bohemian here . . . they are afraid I 

ings . . . what snail I say? They are shall go on the stage. . . . But 1 feel 

charming, full of talent, but . . . after (drawn to the lake here like a sea gull, 
Tolstoy or Zola you do not care to read s'. . . My heart is full of you. [Looks >, 
Trigorin. round.'] 

Surin: Well, I am fond of authors, my Treplev: We are alone, 
boy. At one time I had a passionate de- Nina: I fancy there is someone thete. 

sire for two things: I wanted to get mar- Treplev: There’s nobody. [They kiss] 

ried, and I wanted to become an author; 10 Nina: What tree is this? 
but I did not succeed in doing either. Treplev: An elm. 

Yes, it is pleasant to be even a small Nina: Why is it so dark? 

author, as a matter of fact. Treplev: It’s evening; everything is 

Treplev: [Listens.] I hear steps . . . getting dark. Don’t go away early, I en- 
[Embraces his uncle.] I cannot live with- 15 treat you! [ 

out her. . . . The very sound of her foot- Nina: I must. I 

steps is lovely. ... I am wildly happy. Treplev: And if I come to you, Nina, 

[Goes quickly to meet Nina Zaretchny as I’ll stand in the garden all night, watch- 
she enters.] My enchantress — my dream. ing your window. 

... 20 Nina: You can’t; the watchman 

Nina: [In agitation.] I am not late. would notice you. Tresor is not used to 
... Of course I am not late. . . . you, and he would bark. 

Treplev: [Kissing her hands.] No, no, Treplev: I love you! 
no! Kina: Sh-h. . . . 

Nina: I have been uneasy all day. I 25 Treplev: [Hearing footsteps.] Who is ( 
was so frightened. I was afraid father there? You, Yakov? 
would not let me come. . . . But he has Yakov: [Behind the stage] Yes, sir. 

just gone out with my stepmother. The Treplev: Take your places. It’s time 

sky is red, the moon is just rising, and I to begin. Is the moon rising? 
kept urging on the horse. [Laughs] But 30 Yakov: Yes, sir. 

1 am glad. [Shakes Soria’s hand warmly.] Treplev: Have you got the methylated . 

Sorin: [Laughs] Your eyes look as spirit? Have you got the sulphur? When 
though you have been crying. . . . Fie, the red eyes appear there must be a smell 
fie! That’s not right! of sulphur. [To Nina] Go, it’s all ready. , 

Nina: Oh, it was nothing, . . . You 35 Are you nervous? 
see how out of breath I am. I have to Nina: Yes, awfully! Your mother is 
go in half an hour. We must make haste. all right — I am not afraid of her — but 

I can’t stay, I can’t! For God’s sake there’s Trigorin ... I feci frightened 

don’t keep me! My father doesn’t know and ashamed of acting before him . . . a 
I am here. 40 celebrated author. ... Is he young? 

Treplev: It really is time to begin. We Treplev: Yes. I 

must go and call the others. Nina: How wonderful his stories are. 

Sorin: I’ll go this minute. [Goes to the Treplev: [Coldly] I don’t know. I 
right, singing “To France two grena- haven’t read them. i 

diers.” Looks round] Once I sang like 45 Nina: It is difficult to act in your ' 

that, and a deputy prosecutor said to play. There are no living characters in 
me, “You have a powerful voice, your it. 

Excellency”; then he thought a little Treplev: Living characters! One must 
and added, “but not a pleasant one.” depict life not as it is, and not as it ought 
E Laughs and goes off] 50 to be, but as we see it in our dreams. 

Nina: My father and his wife won’t Nina: There is very little action in 
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your play — nothing but speeches. And 
to my mind there ought to be love in a 
play. [ Both go behind the staged] 

[Enter Polina Andreyevna and Dorn.} 

‘ Polina: It is getting damp. Go back 
and put on your galoshes. 

Dorn: I am hot. 

Polina: You don’t take care of your- 
self. It’s obstinacy. You are a doctor, 
and you know perfectly well that damp i 
air is bad for you but you want to make 
me miserable; you sat out on the ve- 
randa all yesterday evening on purpose. 

Dorn: [Hums.'} “Do not say that i 
youth is ruined.” 

Polina. You were so absorbed in con- 
versation with Irina Nikolayevna . . . 
you did not notice the cold. Own up . . . 
you are attracted by her. 21 

Dorn: I am fifty-five. 

Polina: Nonsense! That’s not old for 
a man. You look very young for your 
age, - and are still attractive to women. 

Dorn: Well, what would you have? 2; 

Polina: All you men are ready to fall 
down and worship an actress, all of you! 

Dorn: [Hums.} “Before thee once 
again I stand.” If artists are liked in 
society and treated differently from 
merchants, for example, that’s only 
in the nature of things. It’s idealism. 

Polina: Women have always fallen in 
, love with you and thrown themselves 
on your neck. Is that idealism too ? 

Dorn: [Shrug? his shoulders .] Well, in 
the attitude of women to me there has 
been a great deal that was good. What 
they principally loved in me was a first- 
rate doctor. You remember that ten or 
fifteen years ago I was the only decent 
accoucheur in the district. Then, too, I 
have always been an honest man. 

Polina: [Seizes him by the hand.} Dear- 
est! 

Dorn: Sh-h! They are coming. 

[Enter Madame Arkadin arm in arm 
with Sorin , Trigorin, Shamraev, Med- 
vedenko, and Masha.} 

Sltamraev: In the year 1873 she acted 
marvellously at the fair at Poltava. It 


was a delight! She acted exquisitely! 
Do you happen to know, madam, where 
Pavel Semyonitch Tchadin, a comic 
actor, is now? His Rasplyuev was 
S inimitable, even finer than Sadovsky’s, 

I assure you, honoured lady. Where is 
he now? 

Madame Arkadin: You keep asking 
me about antediluvians. How should I 
o know? [Sits down.} 

Shamraev: [With a sigh.} Pashka 
Tchadin! There are no such actors now. 
The stage has gone down, Irina Niko- 
layevna! In old days there were mighty 
5 oaks, but now we see nothing but 
stumps. 

Dorn: There are few actors of brilliant 
talents nowadays, that’s true; but the 
average level of acting is far higher than 
d it was. 

Shamraev: I can’t agree with you. But, 
of course , it’s a matter of taste. De 
giutibus out bene ant nihil. 

[Trepleo comes out from behind the stage.} 

; Madame Arkadin: [To her son.} My 
dear son, when is it going to begin? 

Trepleo: In a minute. I beg you to be 
patient. 

Madame Arkadin: {Recites from Ham- 
) let.] 

“Oh Hamlet, speak no more! 

Thou turn’st mine eyes into my very, 
soul; 

And there I see such black and grained < 

; spots ] 

As will not leave their tinct.” 1 

Treplev: {Paraphrasing from Ham- ) 
let). 

“Then why do you yield to sin, seek 

> love in the depths of wickedness?” 

[A horn is sounded behind the stage.} 

Treplev: Ladies and gentlemen, we 

begin! I beg you to attend. [A pause.} 1 
begin. [Taps with a stick and recites 
; aloud.} Oh, you venerable old shadows 
that float at nighttime over this lake, 
lull us to sleep and let us dream of what 
will be in two hundred thousand 
years! 

> Sorin: There will be nothing in two 
hundred thousand years. 
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Triple?: Then let them present that the father of eternal matter, the devil, 
nothing to us. keeps the atoms in you, as in the stones 

Madame Arkadin: Let them. We are and in the water, in continual flux, and 
asleep. you are changing perpetually. For in all 

[ 'The curtain rises; the t new of the lake 5 the universe nothing remains permanent 1 
is revealed; the moon is above the horizon, and unchanged but the spirit. [A pause.] 
its reflection in the water; Nina Za- Like a prisoner cast into a deep, empty 
reichny, all in white, is sitting on a big well I know not where I am and what 
stone.] awaits me. All is hidden from me but 

Nina: Men, lions, eagles and par- 10 that in the cruel, persistent struggle, 
tridges, horned deer, geese, spiders, with the devil — the principle of the 
silent fish that dwell in the water, star- forces of matter — I am destined to 
fishes and creatures which cannot be conquer, and, after that, matter and I 
seen by the eye — all living things, all spirit will be blended in glorious har- 1 
living things, all living things, having 15 mony and the Kingdom of the Cosmic I 
completed their cycle of sorrow, are Will will come. But that will come only 
extinct. . . . For thousands of years the little by little, through long, long thou- 
earth has borne no living creature on its sands of years when the moon and the 
surface, and this poor moon lights its bright Sirius and the earth are changed 
lamp in vain. On the meadow the cranes 20 to dust. . . . Till then — terror, terror . . . 
no longer waken with a cry, and there [A pause; two red spots appear upon the 
is no sound of the May beetles in the background of the lake. 3 Here my power- 
lime trees. It is cold, cold, cold! Empty, ful foe, the devil, is approaching. I see 
empty, empty! Dreadful, dreadful, his dreadul crimson eyes. . . . 
dreadful! [A pause.] The bodies of living 25 Madame Arkadin: There’s a smell of * 
creatures have vanished into dust, and sulphur. Is that as it should be? 
eternal matter has transformed them Treplev: Yes. 

into rocks, into water, into clouds, Madame Arkadin: [Laughs.] Oh, it’s 
while the souls of all have melted into a stage effect! 
one. That world-soul I am — I. ... In 30 Treplev: Mother! 

me is the soul of Alexander the Great, Nina: He is dreary without man 

of Caesar, of Shakespeare, and of Na- Polina: [To Dorn.] You have taken 

poleon, and of the lowest leech. In me your hat off. Put it on or you will catch 
the consciousness of men is blended with cold. 

the instincts of the animals, and I re- 33 Madame Arkadin: The doctor has 
member all, all, all! And I live through taken his hat off to the devil, the father 
every life over again in myself! [JVill-of- of eternal matter. 
the-wisps appear.] Treplev: [Firing up, aloud.] The play 

Madame Arkadin: [Softly.] It’s some- is over! Enough! Curtain! 
thing decadent. 40 Madame Arkadin: What are you cross 

Treplev: [In an imploring and re- about? 
proachful voice.] Mother! Treplev: Enough! The curtain! Let 

Nina: I am alone. Once in a hundred down the curtain! [Stamping.] Curtain! 

years I open my lips to speak, and my [The curtain falls.] I am sorry! I lost 

voice echoes mournfully in the void, and 45 sight of the fact that only a few of the 
no one hears. ... You too, pale lights, elect may write plays and act in them, 

hear me not. . . . The stagnant marsh I have infringed the monopoly. I ... I 

begets you before daybreak and you . . . [Tries to say something more, but 

wander until dawn, but without thought, with a wave of his hand goes out on left .] 

without will, without the tremor of life. 50 Madame Arkadin: What’s the matter 
For fear that life should spring up in you with him? 
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Sorin: Irina, you really must have don’t let us talk either of plays or of 
more consideration for youthful vanity, atoms. It is such a glorious evening! Do 
my dear. you hear? There is singing! [Listens.] 

Madame Arkadin: What did I say to How nice it is! 

■•him? S Polina: It’s on the other side of the 

Sorin: You hurt his feelings. lake. [A pause.] 

Madame Arkadin: He told us before- Madame Arkadin: [ To Trigorin.] Sit 
hand that it was a joke, and I regarded down beside me. Ten or fifteen years ago 
his play as a joke. there were sounds of music and singing 

Sorin: All the same ... ioon that lake continually almost every 

Madame Arkadin: Now it appears night. There are six country houses on 
that he has written a great work. What the shores of the lake. I remember 

next! So he has got up this performance laughter, noise, shooting, and love 

’ and smothered us with sulphur not as a affairs without end. . . . The jeune 

joke but as a protest. . . . He wanted to i s premier and the idol of all those six 
show us how to write and what to act. households was in those days our friend 
This is getting tiresome! These continual here, the doctor [ Motions with her head 
sallies at my expense — these continual towards Dorn.] Yevgeny Sergeitch. He 
pinpricks would put anyone out of is fascinating still, but in those days he 
patience, say what you like. He is a 20 was irresistible. But my conscience is 
vain, whimsical boy! beginning to trouble me. Why did I 

Sorin: He meant to give you pleasure, hurt my poor boy’s feelings? I feel 

Madame Arkadin: Really? He did not worried. [Aloud.] Kostya! Son! Kostya! 
choose an ordinary play, however, but Masha: I’ll go and look for him. 

, made us listen to this decadent de-2S Madame Arkadin: Please do, my dear, 
lirium. For the sake of a joke I am ready Masha: [ Going to the left. ] Aa-oo! 
to listen to delirium, but here we have! Konstantin Gavrilitch ! Aa-oo! [Goes of.] 
pretensions to new forms and a new view) Nina: [Coming out from behind the 
of art. To my thinking it’s no question! staged] Apparently there will be no going 
of new forms at all, but simply bad '30 on, and I may come out. Good evening! 
temper. [Kisses Madame Arkadin and Polina 

Trigorin: Everyone writes as he likes Audrey eona.] 
and as he can. Sorin: Bravo! Bravo! 

Madame Arkadin: Let him write as he Madame Arkadin: Bravo! Bravo! We 
l likes and as he can, only let him leave 35 admired you. With such an appearance, 
me in peace. with such a lovely voice, you really can- 

Dorn: Jupiter! you are angry. . . . not stay in the country; it is a sin. You 
Madame Arkadin: I am not Jupiter — must have talent. Do you hear? It’s 

I am a woman. [Lights a cigarette .] I am your duty to go on the stage, 
not angry — I am only vexed that a young 40 Nina: Oh, that’s my dream ! [Sighing. ] 
man should spend his time so drearily. But it will never be realized. 

I did not mean to hurt his feelings. Madame Arkadin: Who knows? Here, 

Medvedenko: No one has any grounds let me introduce Boris Alexeyevitch 
, to separate spirit from matter, seeing Trigorin. 

1 that spirit itself may be a combination 45 Nina: Oh, I am so glad . . . [Over- 
of material atoms. [IVith animation, to come with embarrassment .J I am always 
Trigorin .J But you know someone ought reading your . . . 

to write a play on how we poor teachers Madame Arkadin: [Making her sit 
live, and get it acted. We have a hard, down beside them.'] Don’t be shy, my 
hard life. 50 dear. He is a celebrity, but he has a 

Madame Arkadin: That’s true, but simple heart. You see, he is shy himself. 
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Dora: I suppose \vc may raise the cur- Sorin: [To her, in an imploring mice.] 
tain; it’s rather uncanny. Do stay! 

Shamraev: [A l nud.] Yakov, pull up Xina: I can’t, Pyotr Nikolayevitch. 

the curtain, my lad. [The curtain goes Sorin: Stay for an hour. What is 

■up.] 5 there in that? 

Nina: [ To T rigor in.] It is a queer Nina: [ Thinking a minute, tearfully.'] 
play, isn’t it? I can’t! [Shakes hands and hurriedly 

Trigorin: I did not understand it at goes off.] 
all. But I enjoyed it. You acted so Madame Arkadin: Unfortunate girl 
genuinely. And the scenery was delight- 10 she is, really. They say her mother left 
ful. [ A pause.] There must be a lot of her father all her immense property- 
fish in that lake. every farthing of it — and now the girl 

A ina: Yes. has got nothing, as her father has al- 

Trigorin: I love angling. There is ready made a will leaving everything toil 

nothing I enjoy so much as sitting on 15 his second wife. It’s monstrous! 1 

the bank of a river in the evening and Dorn: Yes, her father is a pretty ' 
watching the float. thorough scoundrel, one must do him 

Nina: But I should have thought that the justice to say so. 
for anyone who has known the enjoy- Sorin: [ Rubbing his cold hands] 
ment of creation, no other enjoyment 20 Let us go too, it’s getting damp. My 
can exist. legs ache. I 

Madame Arkadin: [Laughing.] Don’t Madame Arkadin: They seem like 
talk like that. When people say nice wooden legs, you can hardly walk. Let 

things to him he is utterly floored. us go, unlucky old man! [Takes his arm] 

Shamraev: I remember one evening in 25 Shamraev: [ Offering his arm to his 
the opera theater in Moscow the cele- wife.] Madame? 1 

brated Silva took the lower C! As it hap- Sorin: I hear that dog howling again, 
pened, there was sitting in the gallery [ To Shamraev.] Be so kind, Ilya 

the bass of our church choir, and all at Afanasyitch, as to tell them to let it off 

once — imagine our intense astonish- 30 the chain. 

ment — we heard from the gallery Shamraev: It’s impossible, Pyotr 
“ Bravo, Silva!” a whole octave lower — Nikolayevitch, I am afraid of thieves | 
like this: [T/t a deep bass.] “Bravo, getting into the barn. Our millet is 
Silva!” The audience sat spellbound. [A there. [7o Medvedenko, who is walking 
pause.] 35 beside him.] Yes, a whole octave lower:. 

Dorn: The angel of silence has flown “Bravo, Silva!” And he not a singer — 
over us. simply a church chorister! 

Nina: It’s time for me to go. Good- Medvedenko: And what salary does a 
bye. chorister get? [Ail go out except Dorn.] 

Madame Arkadin: Where are you off 40 Dorn: [Alone.] I don’t know, perhaps 
to? Why so early? We won’t let you go. I know nothing about it, or have gone 
Nina: My father expects me. off my head, but I liked the play. There 

Madame Arkadin: What a man, really is something in it. When that girl talked 

. . . [Kisses her.] Well, there is no help about loneliness and afterwards when jq 
for it. I am sorry — I am sorry to let 45 the devil’s eyes appeared, I was so"* 
you go. excited that my hands trembled. It is I 

Nina. If you knew how grieved I am fresh, naive. . . . Here he comes, I be- 

to go. lieve. I want to say all the nice things jj 

Madame Arkadin: Someone ought to I can to him. 
see you home, my little dear. 50 Treplev: [Enters.] They have all gone. 

Nina: [Frightened.] Oh, no, no! Dorn: I am here. 
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Treplev: Mashenka is looking for me 
all over the park. Insufferable creature 
she is! 

Dora: Konstantin Gavrilitch, I liked 
*your play extremely. It’s a strange thing, 
and I haven’t heard the end, and yet it 
made a strong impression! You are a 
gifted man — you must persevere. 

[Treplev presses his hand warmly and 
embraces him impulsively .] i 

Dorn: Fie, what a hysterical fellow! 
There are tears in his eyes! What I 
mean is this. You have taken a subject 
'from the realm of abstract ideas. So it 
should be, for a work of art ought to i 
express a great idea. A thing is only 
fine when it is serious. How pale you 
are! 

Treplev: So you tell me to persevere? 

Dorn: Yes. . . . But write only of what » 
is important and eternal. You know, I 
have had varied experiences of life, and 
have enjoyed it; I am satisfied, but if it 
had been my lot to know the spiritual 
1 heights which artists reach at the mo- 
ment of creation, I should, I believe, 
have despised my bodily self and all 
that appertains to it and left all things 
earthly as far behind as possible. 

Treplev: Excuse me, where is Nina? 

Dorn: And another thing. In a work 
of art there ought to be a clear definite 
idea. You ought to know what is your 
aim in writing, for if you go along that 
^picturesque route without a definite 
goal you will be lost and your talent will 
be your ruin. 

Treplev: [ Impatiently .] Where is 
Nina? 

Dorn: She has gone home. , 

Treplev: [In despair.'} What am I to 
do? I want to see her ... I must see 
her. ... I must go. '. . . 
j [ 'Enter Masha.} 

Dorn: [ To Treplev.} Calm yourself, i 
my boy. 


Treplev: But I am going all the same. 
I must go. 

Masha: Come indoors, Konstantin 
Gavrilitch. Your mother wants you. She 
5 is worried. 

Treplev: Tell her that I have gone 
away. And I beg you — all of you — leave 
me in peace! Let me alone! Don’t follow 
me about! 

0 Dorn: Come, come, come, dear boy. 
. . . You can’t go on like that. . . . 
That’s not the thing. 

Treplev: [In tears.} Good-bye, doctor. 
Thank you . . . [Goes off.} 

5 Dorn: [IFith a sigh.} Youth! youth! 
Masha. When people have nothing 
better to say, they say, “Youth! 
youth!’’ . . . [Takes a pinch of snuff.} 
Dorn: [Takes her snuffbox from her 
oand flings it into the bushes.} That’s dis- 
gusting! [A pause.} I believe they are 
playing the piano indoors. We must go 
in. 

Masha: Wait a little. 

,5 Dorn: What is it? 

Masha: I want to tell you once more. 
I have a longing to talk . . . [Growing 
agitated.} I don’t care for my father . . . 
but I feel drawn to you. For some reason 

01 feel with all my heart that you are 
very near me. . . . Help me, Help me, 
or I shall do something silly, I shall 
make a mock of my life and ruin it. . . . 
I can’t go on. . . . 

S Dorn: What is it? Help you in what? 
Masha: I am miserable. No one, no 
one knows how miserable I am! [Laying 
her head on his breast, softly.} I love 
Konstantin ! 

o Dorn: How hysterical they all are! 
How hysterical! And what a lot of love. 

. . . Oh, the sorcery of the lake! [Ten- 
derly.} But what can I do, my child? 
What? What? 


CURTAIN. 
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QUESTIONS ON ACT I 

1. Treplev says of his mother: “My mother is a psychological freak” 

(p. 459); . . my mother does not love me . . ., I am a continual reminder 

that she is no longer young” (p. 459); and “I love my mother ... but she 
leads a senseless sort of life” (p. 459). These, as well as other remarks, 
indicate a certain complexity in Treplev’s attitude to his mother. How 
may that attitude be defined? 

2. Assuming that Madame Arkadin’s quotation from Hamlet (p. 461) is 
half-amused, half-unthinking, Treplev’s pat reply from Hamlet tells us what 
about his relations to his mother? About the intensity of his feelings toward 
his own play and his motive in presenting it? How far is his motive like 4 
Hamlet’s motive in presenting his play before the court? About his attitude 
toward Trigorin? (The student will remember that Hamlet’s mother, after 
his father’s death, has married his uncle, and that, in the scene from 
which the Hamlet quotations come, Hamlet is bitterly reproaching his 
mother for her conduct and attempting to persuade her to repudiate his 
uncle, the king.) 

3. How does Madame Arkadin’s question and remark about the smell of 
sulphur indicate her attitude toward the play? Toward her son? 

4. Is Treplev’s burst of anger, with which he stops the play, properly 
motivated? In this connection consider his analysis of his mother’s charac- 
ter, and his conversation with his uncle (pp. 458-59). 

5. Notice how skillfully Chekhov has introduced his characters by means 
of some typical comment or action. (The student will find that many of 
the comments seem to be rambling and off the subject, apparently leading 
the reader away from the action in hand; but most of these actually serve 
to suggest the nature of the characters — the schoolmaster’s preoccupation 
with himself and his salary, Dorn’s good-natured cynicism, Shamraev’s 
rambling reminiscences.) Note especially how Nina and Polina are charac- 
terized by their initial speeches. 

6. How does Chekhov suggest the various conflicts and relationships in 
this act: Treplev’s hostility toward Trigorin, Nina’s anxiety to please 
Madame Arkadin, Masha’s concern for Treplev, etc., etc.? 

7. What is the point of Dorn’s final comment: “How hysterical they all 
are! How hysterical! And what a lot of love!”? Has Chekhov indicated 
sufficiently the fact that practically all the characters are nervous — are in 
a state of tension? And has he suggested sufficiently the love patterns 
which exist among this group of people? Note carefully how many of these 
patterns there are. 
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ACT II [.Takes up the book.~\ We stopped at the 

com merchant and the rats. . . . 

[A croquet lawn. The house with a Madame Arkadin: And the rats. Read, 
big veranda in the background on the [W&r downdf But give it to me, I’ll read, 
right; on the left is seen the lake with 5 It is my turn. [Takes the book and looks 
the blazing sun reflected in it.] in ltd} And rats. . . . Here it is. . . . 

[Flower beds. Midday. Hot. Madame “ An , d of , course , for societ y 

Arkadin, Dorn, and Masha are sitting P eo P le t0 fP 01 ' ” oveI . lsts to a «™ct 
on a garden seat in the shade of an * hem to themselves is as dangerous as 
old lime tree on one side of the croquet lofor a corn merchant to rear rats in his 
lawn. Dorn has an open book on his granaries. And yet they love them. And 
fe nee ~ j s °> when a woman has picked out an 

author whom she desires to captivate, 

Madame Arkadin: [To Mashadf Come, she lays siege to him by means of compli- 
let us stand up. [They both get upd] Let 15 ments, flattery, and favors . . .” Well, 
us stand side by side. You are twenty- that may be so with the French, but 
two and I am nearly twice as old. there is nothing like that with us, we 
Yevgeny Sergeitch, which of us looks have no set rules. Among us, before a 
the younger? woman sets to work to captivate an 

Dorn: \ ou, of course. 20 author, she is generally head over ears 

Madame Arkadin: There! And why in love herself, if you please. To go no 
Is it? Because I work, I feel I am always further, take Trigorin and me. . . . 
on the go, while you stay always in the [Enter Sorin, leaning on his stick and 
same place and have no life at all. . . . with him Mina; Medvcdenko wheels an 
And it is my rule never to look into the 25 empty bath chair in after them. ] 
future. I never think about old age or Sorin: [In a caressing tone, as to a 
death. What is to be, will be. childd] Yes? We are delighted, aren’t we? 

Masha: And I feel as though I had We are happy today at last? [To his 

been born long, long ago; I trail my life sister d] We are delighted! Our father and 
along like an endless train. . . . And 30 stepmother have gone off to Tver, and 
often I have not the slightest desire to we are free now for three whole days, 
go on living [sits douni]. Of course, Nina: down beside Madame 

that's all nonsense. I must shake myself Arkadtn and embraces her. ] I am happy! 
and throw it all off. Now I belong to you. 

Dorn: [Hums quietly. ] “Tell her, my 35 Sorin: [Sits down in his bath chair. 
flowers.” She looks quite a beauty today. 

Madame Arkadin: Then I am as par- Madame Arkadin: Nicely dressed and 
ticular as an Englishman. I keep myself interesting. . . . That’s a good girl, 

in hand, as they say, my dear, and am [Kisses Nina. ] But we mustn’t praise 

always dressed and have my hair done 40 you too much for fear of ill luck. Where 
comme il faut. Do I allow myself to go is Boris Alexeyevitch ? 
out of the house even into the garden Nina: He is in the bathing house, 
in a dressing gown, or without my hair fishing. 

being done? Never! What has preserved Madame Arkadin: I wonder he doesn’t 
me is that I have never been a dowdy, 45 get sick of it! [ 7 j about to go on reading -2 
I have never let myself go, as some Nina: What is that? 

women do . . . [Walks about the lawn Madame Arkadin: Maupassant’s “Sur 

with her arms akimbo. ] Here I am, as l’eau,” my dear. [Reads a few lines to 
brisk as a bird. I could take the part of herself. ] Well, the rest isn’t interesting 
a girl of fifteen. 50 or true. [Shuts the book .] I feel uneasy. 

Dorn: Nevertheless, I shall go on. Tell me, what’s wrong with my son? 
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Why is he so depressed and ill humored? years, but I haven’t lived yet, I’ve seen 
lie spends whole days on the lake and I and done nothing as a matter of facl 

hardlv ever see him. and very naturally I want to live ver 

Masha: Ilis heart is troubled. [ 7 b much. You’ve had enough and yoi 
Kina, timidly .1 Please, do read us some- 5 don’t care, and so you are inclined ti 
thing out of his play! be philosophical, but I want to live, am 

Kina: [Shrugging her shoulders .J so I drink sherry at dinner and smok< 

Would you like it? It’s so uninteresting. cigars and so on. That’s all it come! 

Alaska: [Restraining her enthusiasm .] to. 

When he reads anything himself his 10 Dorn: One must look at life seriously, 
eyes glow and his face turns pale. He has but to go in for cures at sixty and to 
a fine mournful voice, and the gestures regret that one hasn’t enjoyed onesdl 
of a poet. enough in one’s youth is frivolous, if you 

[There is a sound of Sorin snoring .J will forgive my saying so. 

Dorn: Good night! 15 Masha: [Gets upi} It must be lunch- 

Madame Arkadin: Petrusha! time. [I Talks with a lazy, lagging step ." 

Sorin: Ah? My leg is gone to sleep. [Goes off.] 

Madame Arkadin: Are you asleep? Dorn: She will go and have a coupled 

Sorin: Not a bit of it. [A pause -3 glasses before lunch. 

Madame Arkadin. You do nothing 20 Sorin: She has no personal happiness, 
for your health, brother, and that’s not poor thing. 

right. Dorn: Nonsense, your Excellency. 

Sorin. I should like to take something, Sorin: You argue like a man who has 
but the doctor won’t give me anything, haa all he wants. 

Dorn: Take medicine at sixty! 2; Madame Arkadin: Oh, what can b< 

Sorin: Even at sixty one wants to live! more boring than this sweet countrj 
Dorn: [With vexation.} Oh, very well, boredom! Hot, still, no one ever doinf 
take valerian drops! anything, everyone airing their theories 

Madame Arkadin. It seems to me it ... It’s nice being with you, my friends 
would do him good to go to some 30 charming to listen to you. but ... to sil 
mineral springs. in a hotel room somewhere and lean 

Dorn. Well, he might go. And he one’s part is ever so much better, 
might not. Nina: [ Enthusiastically .} Delightful 

Madame Arkadin. What is one to I understand you. 
make of that? 3; Sorin: Of course, it’s better in town 

Dorv. There’s nothing to make of it. You sit in your study, the footman let. 
It’s quite clear. [A pause."} no one in unannounced, there’s a tele 

Mcdvcdenko. Pyotr Nikolayevitch phone ... in the streets there are cabi 
ought to give up smoking. and everything. . . . 

Sorin: Nonsense! 40 Dorn:[IIums.} “Tell her, my flowers.’ 

Dorn: No, it’s not nonsense. Wine and [Enter Shamraev, and after him Politic 
tobacco destroy the personality. After Andreyevna.} 

a cigar or a glass of vodka, you are not Shamraev: Here they are! Good mom- 
Pyotr Nikolayevitch any more but ing! [Kisses Madame Arkadin’s ham 
Pyotr Nikolayevitch plus somebody 43 and then Nina’ si} Delighted to see yoi 
else; your ego is diffused and you feel in good health. [To Madame Arkadin.. 
toward yourself as to a third person. My wife tells me that you are proposing 
Sorin: [ Laughs.' ] It’s all very well for to drive into town with her today. Is 
you to argue! You’ve lived your life, that so? 

but what about me? I have served in the 50 Madame Arkadin: Yes, we are think- 
Department of Justice for twenty-eight ing of it. 1 
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Sham race: Hm! that’s splendid, but tion in which Shamraev has gone.' | In- 
how arc you going, honoured lady? sufferable man! Despot! 

ThejPare carting the rye today; all the Nina: [Preventing him from getting 
men are at work. What horses are you up.] Sit still, sit still. We will wheel 
V to have, allow me to ask? 5 you in. [She and Medvedenko push the 

Madame Arkadin: What horses? How bath chair. 3 Oh, how awful it is! 
can I tell which ? Serin: Yes, yes, it’s awful. But he 

Sorin: We’ve got carriage horses. won’t leave. I’ll speak to him directly- 

Shamraev: [Growing excited.] Carriage [They go out; Dorn and Polina Andre- 
horses! But where am I to get collars loyevna are left alone on the staged] 
for them? Where am I to get collars? Dorn: People are tiresome. Your 
It’s a strange thing! It passes my under- husband ought to be simply kicked out, 

standing! Honoured lady! forgive me, but it will end in that old woman Pyotr 

■ I am full of reverence for your talent. Nikolayevitch and his sister begging 

I would give ten years of my life for you, 15 the man’s pardon. You will see! 
but I cannot let you have the horses! Polina: He has sent the carriage horses 

hi ad a me Arkadin: But if I have to go! into the fields too! And there are mis- 

It’s a queer thing! understandings like this every day. If 

Shamraev: Honoured lady! you don’t you only knew how it upsets me! It 

know what farming means. 20 makes me ill; see how I am trembling. 

Madame .Irkadin: [ riaring upd] ... I can’t endure his rudeness. [In an 

That’s the old story! If that’s so, I go imploring voiced] Yevgeny, dearest, light 

back to Moscow today. Give orders for of my eyes, my darling, let me come to 

horses to be hired for me at the village, you. . . . Our time is passing, we are no 

or I’ll w alk to the station. 25 longer young, and if only we could lay 

Shamraev: [Flaring up!} In that case I aside concealment ana lying for the 
resign my position! You must look for end of our lives, anyway . . . [.7 paused] 
another steward. [Goes 0/.] Dorn: I am fifty-five; it’s too late to 

Madame Arkadin: It’s like this every change my life, 
summer; every summer I am insulted 30 Polina: I know you refuse me because 
here! I won’t set my foot in the place there are other women too who are as 
again. [Coes off at left where the bathing near to you. You can’t take them all to 

shed is supposed to be; a minute later she live with you. I understand. Forgive me, 

can be seen entering the house. Trigorin you are tired of me. 

I follows her, carrying fishing rods and 3; [Xiita appears near the house; she is 
tackle, and a pail.] picking flowers.] 

Sorin: [Flaring »/>.] This is insolence! Dorn: No, it’s all right. 

It’s beyond everything. I am thor- Polina: I am wretched from jealousy, 
oughly sick of it. Send all the horses here Of course j-ou are a doctor, you can’t 
this minute! 40 avoid women. I understand. 

Nina: [To Polina Audrey eona.] To Dorn: [To Nina, who comes uptothem.] 
refuse Irina Nikolayevna, the famous How are things going? 
actress! Any wish of hers, any whim Nina: Irina Nikolayevna is crying and 
1 even, is of more consequence than all Pyotr Nikolayevitch has an attack of 
^ your farming. It’s positively incredible! 4; asthma. 

Polina: [In despair.] What can I do? Dorn: [Gets up.] I’d better go and 
Put yourself in my position: what can I give them both valerian drops, 
do? Nina: [Gives him the flowers.] Please 

Sorin: [To Nina.] Let us go to my take these, 
sister. We will all entreat her not to go 50 Dorn: Merci bien. [Goes toward the- 
away. Won’t we? [Looking in the direc- housed] 
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PrJit a: [Going with him.'] What Women never forgive failure. I have 

charming floweis! [YY; m the house, in a burnt it all; every scrap of it. If only 

smothered cjict'.] Give me those flowers! you knew how miserable I am! Your 
Give me those flowers! [On receiving them growing cold to me is awful, incredible, 
tears the flowers to pieces and throws them 5 as though I had waked up and found 

away: both go into the house.) this lake had suddenly dried up or sunk 

Nina: [Aimed] How strange it is to into the earth. Y ou have just said that 

see a famous actress cry, and about such you are too simple to understand me. 
a trivial thing! And isn’t it strange? Oh, what is there to understand? My 
A famous author, adoreef by the public, io play was not liked, you despise my in- 
written about in all the papers, his spiration, you already consider me com- 
photographs for sale, his works trans- monplace, insignificant, like so many 
iated into foreign languages — and he others . . . [Stamping.] How well I 
spends the whole day fishing and is de- understand it all, how I understand it! 
lighted that he has caught two gudgeon, i; 1 feel as though I had a nail in my brain, 
I thought famous people were proud, damnation take it together with my 
unapproachable, that they despised vanity which is sucking away my life, 
the crowd, and by their fame and the sucking it like a snake . . . [Sees Tri- 
glory of their name, as it were, revenged gnrin, who comes in leading a book.] Here 
themselves on the vulgar herd for 20 comes the real genius, walking like 
putting rank and wealth above every- Hamlet and with a book too. [Mimics,] 
thing. But here they cry and fish, play “Words, words, words.” . . . The sun 
cards, laugh and get cross like everyone has scarcely reached you and you are 
else! smiling already, your eyes are melting 

Treplec: [ Comes in without a hat on, 25 in its rays. I won’t be in your way. 
with a gun and a dead sea gull.] Are you [Goes off quickly.] 
alone here? Trigorin; [Making notes in his book] 

Nina: Yes. Takes snuff and drinks vodka. Always 

[Triplet) lays the sea gull at her Jeetd] in black. The schoolmaster is in love 
Nina: What does that mean? 30 with her. . . . 

Treplec: 1 was so mean as to kill this Nina: Good morning, Boris Alexeye- 
bird today. I iay it at your feet. vitch! 

Nina. What is the matter with you? Trigorin; Good morning. Circum- 
[Picks up the bird and looks at it.] stances have turned out so unexpectedly 

Treplev: [After a paused] Soon I shall 35 that it seems we are setting off today, 
kill myself in the same way. We are hardly likely to meet again. I am 

Nina: You have so changed, I hardly sorry. I don’t often have the chance of 
know you. meeting young girls, youthful and 

Treplev: Yes, ever since the day when charming; I have forgotten how one 
I hardlv knew vou. You have changed 40 feels at eighteen or nineteen and can’t 
to me, your eyes are cold, you feel me picture it to myself, and so the young 
in the way. girls in my stories and novels are usually 

Nina: You have become irritable of false. I should like to be in your shoes 
late, you express yourself so incompre- just for one hour to find out how you 
hensibly, as it were in symbols. This 45 think, and altogether what sort of per- 
bird is a symbol too, I suppose, but for- son you are. 

give me, I don’t understand it. [Lays Nina: And I should like to be in your 

the sea gull on the seat], I am too simple shoes. 

to understand you. Trigorin: What for? 

Treplev: This began from that evening 50 Nina: To know what it feels like to 
when my play came to grief so stupidly, be a famous, gifted author. What does it 
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feel like to he famous? How does it write in any other way What is there 
affect you, be,ng famous’ splendid and blight 111 that, I ask you? 

Tngonn Hew? Nohow, I believe I Oh, it’s an absurd life' Here I am with 
have never thought about it [After a you, I am excited, yet e\ery moment 1 
moment's thought ] It’s one of two 5 remember that my unfinished no\ el is 
things either you exaggerate my fame, waiting for me Here I see a cloud that 
or it never is felt at all looks like a grand piano I think that I 

At na But if you read about yourself must put into a story somewhere that 
in the newspapers? a cloud sailed by that looked like a 

Tngonn When they praise me I am 10 grand piano There is a scent of helio- 
pleased, and when they abuse me I feel trope I hurriedly make a note a sickly 
out of humour for a day or two smell, a widow’s flower, to be men- 

Nma What a wonderful world' If tioned in the description of a summer 
only you knew how I envy you' How evening I catch up myself and you at 
different people’s lots in life are' Some 15 ev ery sentence, every word, and make 
can scarcely get through their dull, haste to put those sentences and words 
obscure existence, they are all just like away into my literary treasure house — 
one another, they are all unhappy, it may come in useful' When I finish 
while others — you, for instance — you work I race off to the theater or to 
are one out of a million, have an inter- 20 fishing, if only I could rest in that and 
esting life full of brightness and signif- forget myself But no, there’s a new 
icance. You are happy subject rolling about in mv head like a 

Tngonn. I ? [Shrugging his shoulders ] heav y iron cannon ball, and I am drawn 
Hm . You talk of fame and happi- to my writing table and must nuke 
ness, of bright interesting life, but to me 25 haste again to go on writing and w ritmg 
all those fine words, if you will forgive And it’s always like that, alwavs \nd 
mv saying so, are just like a sweetmeat I have no rest from myself, and I feel 
which I nev er taste You are very young that I am eiting up my own life, and 
and very good natured that for tne sake of the honey I gi\ e to 

Nma Your life is splendid' 30 someone in spice I am stripping the 

Tngonn What is there particularly pollen from my best flowers, tearing up 
nice in it? [Looks at his natch ] I must the flowers themselves and trampling on 
go and write directly Excuse me, I their roots Don’t you think I am mad? 
mustn’t stay [Laughs ] You have Do my fi lends and acquaint inces tre it 
stepped on my fivounte corn, as the 35 me as though I v\ere sane? ‘ What are 
saying is, and here I am beginning to you writing' What are you giving is?” 
get excited and a little cross Let us It’s the same thing agun and again, 
talk though We w ill t ilk about my and it seems to me as though my friends’ 
splendid bright life Well, where notice, their praises, thur enthusiasm — 
shall we begin? [Afttr thinking a little ] 40 that it’s all a sham, that they are 
There are such things as fixed ideas, deceiving me as an invalid and I am 
when a man thinks day and night, for somehow afraid that they will steal up 
instance, of nothing but the moon And to me from behind, snatch me and 
I have just such 1 moon I am haunted carry me oft and put me in a madhouse 
day and night by one persistent thought 45 And in those years, the best years of my 
I ought to be writing, I ought to be youth, when I was beginning, my writ- 
writing, I ought I have scarcely ing vv as unmixed torture \ small writer, 
finished onenovel when, for some reason, particularly when he is not successful, 
I must begin writing another, then a seems to himself clumsy, awkward, un- 
third, after the third a fourth I write 50 necessary, his nerves are strained and 
incessantly, post haste, and I can’t overwrought. He can’t resist hanging 
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about piople connected with literature and so on, and I write about everything, 
and art. unrecognized and unnoticed I am hurried and flustered, and on aii 
bv anyone, afraid to look anyone boldly sides they whip me up and are angry 
in the face, like a passionate gambler with me; I dash about from side to side 
without any money. 1 hadn’t seen my 5 like a fox beset by hounds. I see life and 
reader, but for some reason I always culture continually getting farther and 
imagined him hostile, and mistrustful. farther away while I fall farther and 
I was afraid of the public, it alarmed me, farther behind like a peasant too late 
and when I had to produce my first play for the train; and what it comes to is 
it aht ays seemed to me that all the dark 10 that I feel I can only describe scenes 
people felt hostile and all the fair ones and in everything else I am false to the 
were coldly indifferent. Oh, how awful marrow of my bones, 
it was! What agony it was! Nina: You are overworked and have 

Nina: But surely inspiration and the not the leisure nor the desire to appre- 1 
very process of creation give you 15 date your own significance. You may 
moments of exalted happiness? be dissatisfied with yourself, but for 

Trigorin: Yes. While I am writing I others you are great and splendid! If I 
enjoy it. And I like reading my proofs, were a writer like you, I should give up 
but ... as soon as it is published I can’t my whole life to the common herd, but 
endure it, and I see that it is all wrong, 20 1 should know that there could be no 
a mistake, that it ought not to have greater happiness for them than to rise 
been written at all, and I feel vexed and to my level, and they would harness 
sick about it . . . [Laughing.'] And the themselves to my chariot, 
public reads it and says: “Yes, charming, Trigorin: My chariot, what next! Am 

clever. Charming, but very inferior to 25 I an Agamemnon, or what? [Both smiled] 
Tolstoy,” or, “It’s a fine thing, but Kina: For such happiness as being a 
Turgenev’s Fathers and Children is writer or an artist I would be ready to 
finer.” And it will be the same to my endure poverty, disappointment, the 
dying day, only charming and clever, dislike of those around me; I would live 
charming and clever— and nothing more. 30 in a garret and eat nothing but rye 
And when I die my friends, passing by bread, I would suffer from being dis~ 
my tomb, will say, “Here lies Trigorin. satisfied with myself, from recognizing 
He was a good writer, but inferior to my own imperfections, but I should ask 
Turgenev.” in return for fame . . . real, resounding 

Kina: Forgive me, but I refuse to 35 fame. . . . [Covers her face with her ' 
understand you. You are simply spoiled hands.] It makes me dizzy. . . . Ough! 
by success. [The voice of Madame Ark ad in from 

Trigorin: What success? I have never the house.] 
liked myself; I dislike my own work. Madame Arkadin: Boris Alexeyevitchl 

The worst of it is that I am in a sort of 40 Trigorin: They are calling for me. I 

delirium, and often don’t understand suppose it’s to pack. But I don’t want 
what I am writing. I love this water to leave here. [Looks round at the lake.] 
here, the trees, the sky. I feel nature, it Just look how glorious it is! It’s splen- 
arouses in me a passionate, irresistible did! ' 

desire to write. But I am not simply a 43 Nina: Do you see the house and gar- ’ 
landscape painter; I am also a citizen, den on the other side of the lake? 

I lo\e my native country, my people; Trigorin: Yes. 

I feel that if I am a writer I am in duty Nina: That house was my dear 

bound to write of the people, of their mother’s. I was born there. I have spent 
sufferings, of their future, to talk about 50 all my life beside this lake and I know 
science and the rights of man and so on, every little islet on it. 
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Trig ''in. Its very delightful here! 
rSt'c'u ny the sea gidij And what’s this? 

A i ' A sea gull. Konstantin Gavri- 
litch shot it. 

Tri^.ri-.: A beautiful bird. Really, I 
don’t want to go away. Tty' and per- 
suade Irina Nikolayevna to stay. 
£.1/ akes a note in his r 

Xi’ia: What are you writing? 

Tri’-nn: Oh, I am only making a 
note. A subject struck me. ^Putting 
axay the ■'Ctelzck.J A subject for a short 
story: a young girl, such as you, has 
lived all her life beside a lake; she loves 
the lake like a sea gull, and is as free 
and happy as a sea gull. But a man 


comes by chance, sees her. and having 
nothing better to do. destroys her like 
that sea gull here. \_A 

A'kadin appears s: 

S tt'indoxij 

J ladarne Arkadin; Boris Alexeyc- 
vitch. where are your 

Trigorin; I am coming. [Cues a"d 
leaks back at A'lia. T. iladame A-iadi'i 
oat ike zdadozc.~\ What is it : 

Jflaaanie Arkadi"; V. e are stavimr. 

? ; the • • se.'J 

A : ear [Advances i. ike ~ apz" 

a peso moments’ medizazt: a.l It's a. 
; dreaml 

CLRTAIN. 


QUESTIONS ON ACT II 

1. In the conversation which opens the act Madame Arkadin gives 
Masha her recipe for maintaining youth and achieving success. On the sur- 
face level this is a merely casual conversation. Do these remarks of Madame 
Arkadin attain deeper significance as the act proceeds? 

2. What do Nina’s deprecation of Treplev’s play and her desire to please 
Madame Arkadin tell us about her character? 

3. What is the function of Sorin in this act? Are Serin’s sense cf not 
having lived and his anxiety to achieve life and experience also characteris- 
tic of the others who hear his conversation? Do his comments, made gen- 
erally, point up their special problems? Note that his particular frustra- 
tions — the ph’ sLian’s unwillingness to let him ‘‘take a cure a: some 
springs," Medvedenko’s advice to him to give up tobacco. Shamraev’s 
refusal to let him have the horses — all these perry frustrations are 
evidently taken by him as symbolic of a larger frustration. 

4. How does .thamraev serve as a foil ro Sorin? How does his refusal to 
allow his master the use of the horses give an ironic indication as to the 
nature of norm's failure? Note that Shamraev’s high-handed treatment of 
his employer is apparently habitual. What does this fact fell us about 
Sorin’s interest in practical affairs? About his easygoing nature? 

5. What is the significance of Nina’s speech on page 470 beginning, 
“How strange it is to see a famous actress cry”? What light does this 
speech throw on Nina’s naivete? 

6. The incident of the sea gull — particularly since it is to become one of 
the symbols of the pla> deserves special consideration. Treplev's pres- 
entation of the dead sea gull to Nina is romantic and “melancholy,” some- 
thing in the manner of his moody experimental play. (One notices -hat 
Treplev is careful to ascertain that he and Nina are alone before he m. ikis 
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his little speech to her about the sea gull.) But Nina is perfectly matter-of- 
fact in her rejection of his rather poetic approach to their ielationship. 
“What’s the matter with you?” she asks. Fascinated as she now is with 
the brilliant world of Trigorin and Madame Arkadin, she is not willing to 
play any longer at this game of symbols. How does the little incident man- 
age to suggest the break in the earlier relations of Nina and Treplev? 

7. What is the function of the reference to Hamlet made by Treplev on 
page 470? If it has been suggested that Madame Arkadin is like Hamlet’s 
mother, is it suggested here that Nina is something like Ophelia (the sweet 
and delicate girl with whom Hamlet is in love and who is destroyed in the 
conflict of forces in that play) ? 

8. What is the relation of the scene between Nina and Trigorin to that 
between Nina and Treplev? What ironic contrasts are to be found in them? 
In what sense is Trigorin’s use of the sea gull as a symbol conventionally 
“romantic”? But in what way is it more realistic than Treplev’s? 

9. Consider Trigorin’s last speech to Nina (p. 473). Is he interested in 
Nina? Or in his idea for a story? What light does the speech shed on Nina 
herself? 

10. What are the various meanings of Nina’s last speech in the act: 
“It’s a dream”? 


ACT III 

[The dining-room in Sorin' s house. 
Doors on right and on left. A sideboard. 
A medicine cupboard. A table in the 
middle of the room. A portmanteau and 
hatboxes ; signs of preparation for depar- 
ture. Trigorin is having lunch; Masha 
stands by the table J 

Masha: I tell all this to you as a 
writer You may make use of it. I am 
telling you the truth: if he had hurt 
himself seriously I would not have gone 
on living another minute. But I have 
pluck enough all the same. I just made 
up my mind that I would tear this love 
out of my heart, tear it out by the roots. 

Trigorin: How are you going to do 
that? 

Masha: I am going to be married. To 
Medved enko. 

Trigorin: That’s the schoolmaster? 

Masha: Yes. 

Trigorin: I don’t understand what's 


thing. . . . But when I marry, there will 
be no time left for love, new cares will 
smother all the old feelings. And, any- 
way, it will be a change, you know. 
5 Shall we have another? 

Trigorin: Won’t that be too much? 

Masha: Oh, come! [Fills two glasses .] 
Don’t look at me like that! Women 
drink much oftener than you imagine. 
oOnly a small proportion drink openly 
as I do, the majority drink in secret. 
Yes. And it’s always vodka or brandy. 
[Clinks glasses. 3 My best wishes! You 
are a good-hearted man; I am sorry to 
5 be parting from you. [They drink . ] 

Trigorin: I don’t want to go myself. 

Masha: You should beg her to stay. 

Trigorin: No, she won’t stay now. 
Her son is behaving very tactlessly. 
0 First, he shoots himself, and now they 
say he is going to challenge me to a 
duel. And whatever for? He sulks, and 
snorts, and preaches new forms of art. 
. . . But there is room for all — new and 


the object of it. 25 old — why quarrel about it? 

Masha: To love without hope, to Masha: Well, there’s jealousy too. But 
spend whole years waiting for some- it is nothing to do with me. 
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[A pause. Yakov crosses from, right to order on it, then Yakov, occupied with 
left with a portmanteau. Nina enters and the luggage, enter on the right .] 
stands by the window .] ] Madame Arkadin: Stay at home, old 

Masha: My schoolmaster is not very man. With your rheumatism you ought 
brilliant, but he is a good-natured man, 5 not to go gadding about. [To Trigorin.] 
and poor, and he is very much in love Who was that went out? Nina? 
with me. I am sorry for him. And I am Trigorin: Yes. 

sorry for his old mother. Well, let me Madame Arkadin: Pardon, we inter- 

wish you all happiness. Don’t remember rupted you. [Sitr down.] I believe I 
evil against me. [Shakes hands with him to have packed everything. I am worn out. 
warmly.'] I am very grateful for your Trigorin: [Reads on the medallion. ] 
friendly interest. Send me your books “Days and Nights, page 121, lines II and 
and be sure to put in an inscription. 12.” 

Only don’t write, “To my honoured Yakov: [Clearing the table l] Am I to 
friend,” but write simply, “To Marya is pack your fishing things too, sir? 
who belongs nowhere and has no object 'Trigorin: Yes, I shall want them 
in life.” Good-bye! [Goes out.] again. You can give away the hooks. 

Nina: [Stretching out her arm toward Yakov: Yes, sir. 

Trigorin, with her fist clenched J Odd or Trigorin: [To himself.] Page 121, 
even? 20 lines 11 and 12. What is there in those 

Trigorin: Even. lines? [To Madame Arkadin .] Are there 

Nina: [With a sigh.] Wrong. I had copies of my books in the house? 
only one pea in my hand. I was trying Madame Arkadin: Yes, in my 
my fortune whether to go on the stage brother’s study, in the corner bookcase, 
or not. I wish someone would advise 25 Trigorin: Page 121 . . . [Goes out.] 
me. Madame Arkadin: Really, Petrusha, 

Trigorin: It’s impossible to advise in you had better stay at home, 
such a matter. [A pause.] Soria: You are going away; it will be 

Nina: We are parting and . . . per- dreary for me at home without you. 
haps we shall never meet again. Won’t 30 Madame Arkadin: And what is there 
you please take this little medallion as a in the town? 

parting gift? I had your initials en- Sorin: Nothing particular, but still 
graved on one side of it ... and on the . . . [Laughs^] There will be the laying 
other the title of your book, Days and of the foundation stone of the Zemstvo- 
Nights. 35 hall, and all that sort of thing. One 

Trigorin: How exquisite! [Kisses the longs to shake oneself free from this 
medallion.] A charming present! stagnant existence, if only for an hour 

Nina: Think of me sometimes. or two. I've been too long on the shelf 

Trigorin: I shall think of you. I shall like some old cigarette holder. I have 

think of you as you were on that sunny 40 ordered the horses for one o’clock; we’ll 
day — do you remember? — a week ago, set off at the same time, 
when you were wearing a light dress . . . Madame Arkadin: [After a pause.] 
we were talking . . , there was a white Come, stay here, don’t be bored and 

sea gull lying on the seat. don't catch cold. Look after my son. 

Nina: [Pensively.] Yes, a sea gull ... 45 T ake care of him. Give him good advice. 
[A pause.] We can’t talk any more, [A pause.] Here I am going away and I 

there’s someone coming. . . . Let me shall never know why Konstantin tried 

have two minutes before you go, I en- to shoot himself. I fancy jealousy was 
treat you . . . [Goes out on the left.] the chief cause, and the sooner I get 

[At the same instant Madame Arkadin, 50 Trigorin away from here, the better. 
Sorin in a dress coat with a star of some Sorin; What can I say? There were 
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other reasons too. It’s easy to under- ... I respect you. . , . Yes . . . but 

stand; he is young, intelligent, living in there, I got a touch of it again . . , 
the country, in the wilds, with no money, [Staggers.] I feel dizzy. [Clutches at the 
no position and no future. lie has noth- table.] I feel ill and all that, 
ing to do. He is ashamed of his idleness 5 Madame Arkadin: [Alarmed.] Pe- 
and afraid of it. 1 am very fond of him trusha! [Trying to support him.] Pe- 
indeed, and he is attached to me, yet in trusha, my dear! [Calling.] Help! help! 
spite of it all he feels he is superfluous [Enter Treplev, with a bandage round 
in the house, that he is a dependent, a his head, and Medvedenko.] 
poor relation. It’s easy to understand, ro dtladame Arkadin: He feels faint! 
it’s amour propre. . . . Sorin: It’s all right, it’s all rightl 

Madame Arkadin: He is a great [Smiles and drinks some water. ] It’s 
anxiety to me! [Pondering.] He might passed off. . . and all that, 
go into the service, perhaps. Treplev: [To his mother.] Don’t be 

Sorin: [Begins to whistle, then irreso- 15 frightened, Mother, it’s not serious. 
lately.] I think that quite the best thing Uncle often has these attacks now. 

would be if you were to . . . let him £ To hisuncle.] You must lie down, Uncle, 
have a little money. In the first place Sorin: For a little while, yes. . . . But 
he ought to be able to be dressed like I am going to the town all the same. . . . 
other people and all that. Just look at 20 I’ll lie down a little and then set off. . . . 
him, he’s been going about in the same It’s quite natural. [Goes out leaning on 
wretched jacket for the last three years his stick.] 

and he has no overcoat . . . [Laughs.] Medvedenko: [Gives him his arm.] 
It would do him no harm to have a little There’s a riddle: in the morning on four 
fun ... to go abroad or something. ... 2$ legs, at noon on two, in the evening on 
It wouldn’t cost much. three. . . . 

Madame Arkadin: But all the same Sorin: [Laughs.] Just so. And at 
... I might manage the suit, perhaps, night on the back. Thank you, I can 
but as for going abroad . . . No, just at manage alone. . . . 
the moment I can’t even manage the 30 Medvedenko: Oh come, why stand on 
suit. [Resolutely.] I have no money! ceremony! [Goes out with Sorin.] 

[Sorin laughs.] Madame Arkadin: How he frightened 
Madame Arkadin: No! me! 

Sorin: [Begins to whistle.] Quite so. Treplev: It is not good for him to live 
Forgive me, my dear, don’t be cross. I 35 in the country. He gets depressed. If 
believe you. . . . You are a generous, you would be generous for once, mother, 
noble-hearted woman. and lend him fifteen hundred or two 

Madame Arkadin: [/Peeping.] I have thousand roubles, he could spend a 
no money. whole year in town. 

Sorin: If I had money, of course 1 40 Madame Arkadin: I have no money. I 
would give him some myself, but I have am an actress, not a banker. [A pause] 
nothing, not a half-penny [laughs]. My Treplev: Mother, change my bandage, 
steward takes all my pension and spends You do it so well, 
it all on the land and the cattle and the , Madame Arkadin: [Takes out of the 
bees, and my money is all wasted. The 45 medicine cupboard some iodoform and a 
bees die, and the cows die, they never box with bandaging material.] The doctor 
let me have horses. ... is late. 

Madame Arkadin: Yes, I have money, Treplev: He promised to be here at 
but you see I am an actress; my dresses ten, and it is midday already, 
alone are enough to ruin me. 50 Madame Arkadin: Sit down. [Takes 

Sorin: You are a kind, good creature the bandage off his head.] It’s like a 
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turban. Yesterday a stranger asked in Madame Arkadin: You take a pleasure 
the kitchen what nationality you were. in saying unpleasant things to me. I re- 
But you have almost completely healed, spect that man and beg you not to speak 

There is the merest trifle left. £ Kisses ill of him before me. 

him on the head.'] You won’t do anything 5 Treplev: And I don’t respect him. 
naughty again while I am away, will You want me to think him a genius too, 
you? but forgive me, I can’t tell lies, his books 

Treplev: No, Mother. It was a moment make me sick, 
of mad despair when I could not control Madame Arkadin: That’s envy, 
myself. It won’t happen again. [Kisses 10 There’s nothing left for people who 
her hand.'} You have such clever hands. have pretension without talent but to 
I remember, long ago, when you were attack real talent. Much comfort in 

still acting at the Imperial Theater — I that, I must say! 

was little then — there was a fight in our Treplev: [ Ironically. ] Real talent! 
yard and a washerwoman, one of the 15 [WrathfuUyf} I have more talent than 

tenants, was badly beaten. Do you re- all of you put together if it comes to 

member? She was picked up senseless that! [Tears the bandage of Ins head.} 

. . . you looked after her, took her You, with your hackneyed conventions, 

remedies and washed her children in a have usurped the supremacy in art and 
tub. Don’t you remember? 20 consider nothing real and legitimate but 

Madame Arkadin: No. [Puls on a what you do yourselves; everything else 
fresh bandage.} you stifle and suppress. I don’t believe 

Treplev: Two ballet dancers lived in in you! I don’t believe in you or in him! 
the same house as we did at the time. Madame Arkadin: Decadent! 

. . . They used to come to you and 25 Treplev: Get away to your charming 
have co flee. . . . theater and act there in your paltry, 

Madame Arkadin: I remember that. stupid plays! 

Treplev: They were very pious. [y* Madame Arkadin: I have never acted 
pause.} Just lately, these last days, I in such plays. Let me alone! You are 
have loved you as tenderly and com- 30 not capable of writing even a wretched 
pletely as when I was a child. I have no burlesque! You are nothing but a Kiev 
one left now but you. Only why, why shopman! Living on other people! 
do you give yourself up to the influence Treplev: You miser, 
of that man? Madame Arkadin: You ragged beggar! 

Madame Arkadin: You don’t under- 33 [Treplev sits down and weeps quietly.} 
stand him, Konstantin. He is a very Madame Arkadin: Nonentity! [JValk- 
noble character. . . . ing up and down in agitation.} Don’t 

Treplev: And yet when he was told I cry. . . . You mustn’t cry. [Weeps f} 
was going to challenge him, the nobility Don’t . . . [Kisses him on the forehead, 

of his character did not prevent him 40 on the cheeks and on the head.} My dear 
from funking it. He is going away. child, forgive me. . . . Forgive your sin- 

Ignominious flight! ful mother. Forgive me, you know I am 

Madame Arkadin: What nonsense! wretched. 

It is I who am asking him to go. Treplev: [Puts his arms around her.} 

Treplev: A very noble character! Here 45 If only you knew! I have lost every- 
you and I are almost quarreling over thing! She does not love me, and now I 
him, and at this very moment he is cannot write ... all my hopes are 

somewhere in the drawing room or the gone. . . . 

garden laughing at us . . . developing Madame Arkadin: Don’t despair . . . 
Nina, t lying to convince her finally that 50 Everything will come right. He is going 
he is a genius. away directly, she will love you again. 
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[Wipes away his tsars.'] Give over. We Trigorin: Sometimes people sleep as 
have made it up now. they talk — that’s how it is with me, I 

Treplev: [ Kisses her hands.] Yes, am talking to you and yet I am asleep 
Mother. and dreaming of her. ... I am possessed 

Madame Arkadin: [ Tenderly .] Make 5 by sweet, marvelous dreams. ... Let 
it up with him too. You don’t want a me be free. . . . 

duel, do you? Madame Arkadin: [Trembling.] No, 

Treplev. Very well. Only, Mother, do no! I am an ordinary woman, you can’t 
allow me not to meet him. It’s painful to talk like that to me. Don’t torture me, 
me — it’s more than I can bear. [Enter 10 Boris. It terrifies me. 

Trigorin.] Here he is ... I am going . . . Trigorin: If you cared to, you could 
L Rapidly puts away the dressings in the be not ordinary. Love — youthful, charm- 
cupboard.] The doctor will do the ing, poetical, lifting one into a world of 
bandaging now. dreams — that’s the only thing in life 

Trigorin: [Looking in a book.] Page 15 that can give happiness! I have nevei 
121 . . . lines 11 and 12. Here it is. yet known a love like that. ... In my 
[Reads.] “If ever my life can be of use youth I never had time, I was always 
to you, come and take it.” hanging about the editors’ offices, 

[Treplev picks up the bandage from the struggling with want. Now it is here, 
door and goes out.] 20 that love, it has come, it beckons to me. 

Madame Arkadin: [Looking at her What sense is there in running away 
watch.] The horses will soon be here. from it? 

Trigorin: [To himself. ]“lf evermylife Madame Arkadin: [JV rathfully.] You 

can be of use to you, come and take it.” have gone mad! 

Madame Arkadin: I hope all your 25 Trigorin: Well, let me! 
things are packed? Madame Arkadin: You are all in a 

Trigorin: [Impatiently.] Yes, yes. conspiracy together to torment me 
[Musingi] Why is it that I feel so much today! [Weeps.] 

sorrow in that appeal from a pure soul Trigorin: [Clutching at his heart.] 

and that it wrings my heart so pain- 30 She does not understand! She won’t 
fully? “If ever my life can be of use understand! 

to you, come and take it.” [To Madame Madame Arkadin: Am I so old and 
Arkadin.] Let us stay one day longer. ugly that you don’t mind talking of 
[Madame Arkadin shakes her head.] other women to me? [Puts her arms 

Trigorin: Let us stay! 33 round him and kisses him.] Oh, you are 

Madame Arkadin: Darling, I know mad! My wonderful, splendid darling, 
what keeps you here. But have control . . . You are the last page of my life! 
over yourself. You are a little intoxi- [Falls on her knees.] My joy, my pride, 
cated, try to be sober. my bliss! . . . [Embraces his knees.] If 

Trigorin: You be sober too, be sensi- 40 you forsake me even for one hour I shall 
ble and reasonable, I implore you; look not survive it, I shall go mad, my 
at it all as a true friend should. [Presses marvelous, magnificent one, my master. 
her hand.] You are capable of sacrifice. 

Be a friend to me, let me be free! Trigorin: Someone may come in. 

Madame Arkadin: [In violent agita- 45 [Helps her to get up.] 

Hon.] Are you so enthralled? Madame Arkadin: Let them, I am 

Trigorin: I am drawn to her! Perhaps not ashamed of my love for you. 
it is just what I need. [Kisses his hands.] My treasure, you 

Madame Arkadin: The love of a pro- desperate boy, you want to be mad, but 
\incial girl? Oh, how little you know 50 1 won’t have it, I won’t let you... 
yourself! [Laughs.] You are mine . . . mine. . . . 
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This forehead is mine, and these eyes, do not forget to inquire what has be- 
and this lovely silky hair is mine too come of the actor Suzdaltsev. Is he alive 
. . . you are mine all over. You are so, and well? We used to drink together at 
gifted, so clever, the best of all modern! one time. ... In The Plundered Mail 
writers, you are the one hope of Russia j he used to play incomparably . . . I re- 
. . . You have so much truthfulness, member the tragedian Izmailov, also a 
simplicity, freshness, healthy humour. remarkable personality, acted with him 
... In one touch you can give all the in Elisavetograd. . . . Don’t be in a 
essential characteristics of a person or hurry, honored lady, you need not start 
a landscape, your characters are living, iofor five minutes. Once they were acting 
One can’t read you without delight! conspirators in a melodrama and when 
You think this is exaggerated? That I they were suddenly discovered Izmailov 
am flattering you? But look into my had to say, “We are caught in a trap,” 

' eyes . . . look. . . . Do I look like a but he said, “We are caught in a tap!” 

liar? You see, I am the only one who can 15 [Laughs.] A tap! 

appreciate you; I am the only one who [While he is speaking Yakov is busy 
tells you the truth, my precious, won- looking after the luggage. The maid brings 
derful darling. . . . Are you coming? Madame Arkadin her hat, her coat, her 

Yes? You won’t abandon me? . . . umbrella, and her glover; they all help 

Trigorin; I have no u ill of my own . . .20 Madame Arkadin to put on her things. 
I have never had a will of my own. . . . The man cook looks in at the door on left 
Flabby, feeble, always submissive — how and after some hesitation comes in. Enter 
can a woman care for such a man? Take Polina Andreyevna, then Sorin and 
me, carry me off, but don’t let me move Medvcdenko.] 

a step away from you. ... 25 Polina: [ With a basket .] Here are 

Madame Arkadin: [ To herself .] Now some plums for the journey. . . . Very 

he is mine! [In an easy tone as though sweet ones. You may be glad to have 

nothing had happened.'] But, of course, something nice. . . . 

if you like, you can stay. I’ll go by my- Madame Arkadin: You are very kind, 
self and you can come afterwards, a 30 Polina Andreyevna. 
week later. After all, why should you Polina: Good-bye, my dear! If any- 
be in a hurry? thing has not been to your liking, for- 

Trigarin: No, we may as well go to- give it. [IV eeps.J 
gether. Madame Arkadin: £ Embraces her.] 

1 Madame Arkadin: As you please. Let 35 Everything has been nice, everything! 
us go together then [A pause.] But you mustn’t cry. 

[ Trigorin makes a note.] Polina: The time flies so fast! 

Madame Arkadin. What are you writ- Madame Arkadin: There’s no help 
ing? for it. 

Trigorin: I heard a good name this 4° Sorin: [In a greatcoat with a cape to it, 
morning. The Maiden’s Forest. It with his hat on and a stick in his hand, 

may be of use. [Stretches.] So we are enters from door on lift, crossing the 

to go then? Again there will be railway stage.] Sister, it’s time to start, or you 

| carriages, stations, refreshment bars, may be too late after all. I am going to 

mutton chops, conversations. ... 45 get into the carriage. [G oes out.] 

Shamiaev: [Enters.] I have the honor Medoedenko: And I shall walk to the 
to announce, with legret, that the station ... to see you off. I’ll be there in 

horses are ready. It’s time, honoured no time . . . [Goes out.] 
lady, to set off for the station; the train Madame Arkadin: Good-bye, dear 
comes in at five minutes past two. So 5° friends. . . . If we are all alive and well, 
please do me a favor, Irina Nikolayevna, we shall meet again next summer. [The 
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void, the cnnk, and Yakov kiss her hand.'] Aina: I felt that we should see each 
Don't forget me. QG’jerj the cook a run- other once more. [Euihdly.] Boris 
hie.] Here’s a rouble for the three of you. Alexeyevitch, I liar e come to a decision, 

The Ca'.k: We humbly thank you, the die is cast, I am going on the stage, 

madam! Good journey to you! We are 5 I shall be gone from heie tomorrow; I 
very grateful for your kindness! am leaving my father, I am abandoning 

Yakov: May God give you good luck! everything, I am beginning a new life. 
Sham are: You might rejoice our Like you, I am going ... to Moscow, 
hearts with a letter! Good-bye, Boris We shall meet there. 

Alexeyevitch ! 10 Trigorin: [ Looking round.] Stay' at the 

Madame Arkadin: Where is Kon- “Slavyansky Bazaar” ... Let me know 
stantin? Tell him that I am starting; at once . . . Molchanovka, Groholsky 
I must say good-bye. Well, don’t re- House. ... I am in a hurry . . . [_A 

member evil against me. [To Yakov.] I pause.] 

gave the cook a rouble. It’s for the three 15 Nina: One minute more. . . . 
of you. Trigorin: [In an undertone.] You are 

[All go out on right. The stage is so lovely. . . . Oh, what happiness to 
empty. Behind the scenes the noise that is think that we shall see each other soon! 
usual taken people are being seen off. The [_She sinks on his breast.] I shall see 
maid comes back to fetch the basket of 20 again those wonderful eyes, that inex- 
plums from the table and goes out again.] pressibly beautiful tender smile . . . 

Trigorin: [Coining back.] I have for- those soft features, the expression of 
gotten my stick. I believe it is out there, angelic purity. . . . My darling . . . [A 
on the veranda. [Goes and, at door on prolonged kiss.] 
left, meets Nina, who is coming in.] Is 25 

that you? We are going. . . . curtain. 


QUESTIONS ON ACT III 

1. Is the frank confession made by Masha to Trigorin properly mo- 
tivated ? Do you think that she would pour out her heart in this way? Why? 

2. Consider Sorin’s speech on page 475 in which he tries to explain to 
Madame Arkadin that Treplev’s attempted suicide was motivated by 
something more than jealousy. Why is it important for the reader’s 
understanding of Treplev? Does the drama bear out Sorin’s analysis? 

3. What is the significance of the fact that Sorin attempts to intercede 
with his sister for Treplev, and Treplev tries to intercede with her for 
Sorin? Each, the student will notice, tries to persuade Madame Arkadin to 
give the other one a little money. Do the two men understand each other? 
To what extent is their plight similar? 

4. Consider Treplev’s analysis of Trigorin which he makes to his mother 
on page 477. How fair an analysis is it? What light does it throw upon 
Treplev himself? Why is the question of whether or not Trigorin possesses 
real talents important to Treplev? 

5. Is Madame Arkadin actually jealous of Nina ? Is she really in love 
with Trigorin? Why does she insist upon keeping Trigorin for herselft 
Why is it necessary for her to be sure of him? 

6. The act closes with Nina’s plans to follow Trigorin. In the light of 
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this fact, reconsider Trigorin’s last speech to Nina in Act II (p. 473). 
What does the speech tell us of Trigorin’s attitude toward Nina? Toward 
his literary career? About his honesty or lack of honesty? 

ACT IV Masha, do cornel Our baby must be 

hungry. 

{Between the Third and Fourth Acts Masha: Nonsense. Matryona will 
there is an interval of two years.] f ee d him. [_A pause.] 

S Medvedenko: I am sorry for him. He has 
[One of the drawing rooms in Sorin’s been three nights now without his 
house, which has been turned into a mother. 

study for Konstantin Treplev. On the Masha: You are a bore. In old days 
right and left, doors leading to inner you used at least to discuss general sub- 
apartments. In the middle, glass door rojects, but now it is only home, baby, 
leading or. co the veranda. Besides the home, baby — that’s all one can get out 
usual drawing-room furniture there is, in of you. 

corner on right, a writing table, near Medvedenko: Come along, Masha! 
door on left, a sofa, a bookcase, and Masha: Go by yourself, 
books in windows and on the chairs. 15 Medvedenko: Your father won’t let me 
Evening. There is a single lamp alight have a horse. 

with a shade on it. It is half dark. There Masha: Yes, he will. You ask, and he 
is the sound of the trees rustling, and the will. 

wind howling in the chimney. A watch- Medvedenko: Very well, I’ll ask. Then 
man is tapping.] 30 you will come tomorrow? 

Masha: {Takingapinch of snuff.] Very 

[ Enter Medvedenko and Masha. ] well, tomorrow. How r you pester me. 

{Enter Treplev and Polina Andreyevna 
Masha: [ 'Calling .] Konstantin Gavri- Treplev brings in pillows and a quilt, and 
litch! Konstantin Gavrilitch! {Looking 2$ Polina Andreyevna sheets and pillow- 
round.] No, there is no one here. The cases; they lay them on the sofa, then 
old man keeps asking every minute, Treplev goes to his table and sits down.] 
where is Kostya, where is Kostya? He Masha: What’s this for, Mother? 

cannot live without him. . . . Polina: Pyotr Nikolayet itch asked us 

Medvedenko: He is afraid of being 30 to make a bed for him in Kostya’s 
alone. {Listening . 2 What awful weather! room. 

This is the second day of it. Masha: Let me do it. {Makes the bedd] 

Masha: { Turns up the lamp. ] There Polina: {Sighing.] Old people are like 

are waves on the lake. Great big ones. children. [ Goes up to tie anting table 
Medvedenko: How dark it is in the 35 and, leaning on her elbow, looks at the 
garden! We ought to have told them to manuscript; a pause.'] 
break up that stage in the garden. It Medvedenko: Well, I am going then, 
stands as bare and ugly as a skeleton, Good-bye, Masha. {Kisses his wife’s 
and the curtain flaps in the wind. When hand.] Good-bye, Mother. {Tries to kiss 
I passed it yesterday evening, it seemed 40 his mother-in-law’ s hand.] 
as though someone w'ere crying in it. Polina: {With vexation.] Come, if you 

Masha: What next . . . {si paused] are going, go. 

Medvedenko: Let us go home, Masha. Medvedenko: Good-bye, Konstantin 
Masha: {Shakes her head.] I shall Gavrilitch. 
stay here for the night. 45 {Treplev gives him his hand without 

Medvedenko: {In an imploring voice.] speaking; Medvedenko goes out.] 
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Polina: [ Looking at the manuscript .] home now. And flour is two kopeks per 

No one would have guessed or thought pound. 

that you would have become a real Dorn: You’ve got to look sharp to 
author, Kostya. And now, thank God, make both ends meet, 
they send you money from the maga- 5 Medvedenko: It’s all very well for you 
lines. [Passes her hand over his haird} to laugh. You’ve got more money than 

And you have grown good-looking too. you know what to do with. 

. . . Dear, good Kostya, do be a little Dorn: Money? After thirty years ot 
kinder to my Mashenka! practice, my boy, troublesome work 

Masha: [As she makes the bed. ] Leave 10 during which I could not call my soul my 
him alone, Mother. own by day or by night, I only suc- 

Polina: [ To Treplevd] She is a nice ceeded in saving two thousand roubles, 

little thing. [ A paused ] A woman wants and that I spent not long ago abroad. I 

nothing, you know, Kostya, so long as have nothing. ' 

you give her a kind look. I know from 15 Masha: [To her husband. ] You have 
myself. not gone? 

[ Treplev gets up from the table and Medvedenko: [guiltilyd] Well, how can 
walks away without speaking . ] I when they won’t let me have a horse? 

Masha: Now you have made him Masha: [With bitter vexation in an 
angry. What induced you to pester him? 20 undertone.] I can’t bear the sight of you. 

Polina: I feel so sorry for you, [The wheel chair remains in the left 
Mashenka. half of the room; Polina A ndreycmia, 

Masha: Much use that is! Masha, and Dorn sit down beside it, 

Polina: My heart aches for you. I Medvedenko moves mournfully to one | 

see it all, you know, I understand it 25 sided} 

all. Dorn: What changes there have been 

Masha: It’s all foolishness. There is no here! The drawing room has been turned 
such thing as hopeless love except in into a study. 

novels. It’s of no consequence. The only Masha: It is more convenient for 
thing is one mustn’t let oneself go and 30 Konstantin Gavrilitch to work here, 
keep expecting something, waiting for Whenever he likes, he can walk out into 
the tide to turn. . . . When love gets the garden and think there, 
into the heart there is nothing to be done [A watchman tapsd] 

but to clear it out. Here they promised Sorin: Where is my sister? 
to transfer my husband to another dis- 33 Dorn: She has gone to the station to 
trict. As soon as I am there, I shall for- meet Trigorin. She will be back di- 
get it all. ... I shall tear it out of my rectly. 

heart. Sorin: Since you thought it necessary 

[ Two rooms away a melancholy waltz to send for my sister, I must be danger- 
is play edd] 4oously ill. [After a silence. ] It’s a queer 

Polina: That’s Kostya playing. He thing, I am dangerously ill and here 
must be depressed. they don’t give me any medicines. 

Masha: [Noiselessly dances a few Dorn: Well, what would you like to 
waltz steps. ] The great thing, Mother, is have? Valerian drops? Soda? Quinine? / 
not to have him before one’s yes. If they 4S Sorin: Ah, he is at his moralizing * 
only give my Semyon his transfer, trust again! What an infliction it is! [With a 
me, I shall get over it in a month. It’s motion of his head toward the sofa. ] Is 
all nonsense. that bed for me? 

[Door on left opens. Dorn and Med- Polina: Yes, it's for you, Pyotr 
vedenko wheel in Sorin in his chair d} joNikolayevitch. 

Medvedenko: I have six of them at Sorin: Thank you. 
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Dorn: [ Hums .] “The moon is floating Treplev: Oh no, it doesn’t matter. [A 
in the midnight sky.” pause.} 

Sorin: I want to give Kostya a subject Medvedenko: Allow me to ask you, 
for a story. It ought to be called “The doctor, what town did you like best 
' Man who Wished” — L’homme qui a 5 abroad? 
voulu. In my youth I wanted to become Dorn: Genoa, 
a literary man — and didn’t; I wanted Treplev: Why Genoa? 

to speak well — and I spoke horribly Dorn: The life in the streets is so 

badly [ mimicking himself ], “and all wonderful there. When you go out of the 
the rest of it, and all that, and so on, 10 hotel in the evening, the whole street is 
and so forth” . . . and I would go plod- packed with people. You wander aim- 

ding on and on, trying to sum up till I lessly zigzagging about among the 

was in a regular perspiration; I wanted crowd, backwards and forwards; you 
to get married — and I didn’t; I always live with it, are psychologically at one 
wanted to live in town and here I am 15 with it and begin almost to believe that 
ending my life in the country — and so a world-soul is really possible, such as 
on. was acted by Nina Zaretchny in your 

Dorn: I wanted to become an actual play. And, by the way, where is she 
civil councilor — and I have. now? How is she getting on? 

Sorin: [Laughs.} That I had no 20 Treplev: I expect she is quite well, 
hankerings after. That happened of Dorn: I was told that she was lead- 
itself. ing a rather peculiar life. How was 

Dorn: To be expressing dissatisfaction that? 
with life at sixty-two is really un- Treplev: That’s a long story, doctor, 
gracious, you know. 25 Dorn: Well, tell it to us shortly. [A 

Sorin: What a persistent fellow he is! pause.'} 

You might understand that one wants Treplev: She ran away from home and 
to live! had an affair with Trigorin. You know 

Dorn: That’s just frivolity. It’s the that? 
law of nature that every life must have 30 Dorn: I know. 

an end. Treplev: She had a child. The child 

Sorin: You argue like a man who has died. Trigorin got tired of her and went 

had enough. You are satisfied and so back to his old ties, as might have been 

you are indifferent to life, nothing mat- expected. Though, indeed, he had never 

ters to you. But even you will be afraid 35 abandoned them, but in his weak-willed 
to die. way contrived to keep both going. As 

Dorn: The dread of death is an animal far as I can make out from what I have 

fear. One must overcome it. A rational heard, Nina’s private life was a corn- 

fear of death is only possible for those plete failure, 
who believe in eternal life and are con- 40 Dorn: And the stage? 
sdous of their sins. And you, in the first Treplev: I fancy that was worse still, 
place, don’t believe, and, in the second, She made her debut at some holiday 

what sins have you to worry about? place near Moscow, then went to the 

You have served in the courts of justice provinces. AH that time I did not lose 

for twenty-five years — that’s all. 45 sight of her, and wherever she went I 

Sorin: [.Laughs.} Twenty-eight. . . . followed her. She always took big parts, 

[Treplev comes in and sits down on a but she acted crudely, without taste, 

stool at Sorin’ s feet. Masha never takes screamingly, with violent gestures. 

her eyes of him.} There were moments when she uttered 

Dorn: We are hindering Konstantin 50 a cry successfully or died successfully, 
GaVrilitch from working. but they were only moments. 
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Dorn: Then she really has some T re plea: \ es, I hear mot her. 

talent? [Enter Madame ^ lrkadin , Trigorin, 

Treplev: It was difficult to make it out. and with them Shamraev] 

I suppose she has. I saw her but she Shamraev: [As he enter x.] We all grow 
would not see me, and the servants 5 old and dilapidated under the influence 
would not admit me at the hotel. I of the elements, while you, honored 
understood her state of mind and did lady, are still young ... a light blouse, 
not insist on seeing her. [A pause] sprightliness, grace. . . . 

What more can I tell you? Afterwards, Madame Arkadin: You want to bring 
when I was back at home, I had some 10 me ill luck again, you tiresome man! 
letters from her— warm, intelligent, in- Trigorin: How do you do, Pyotr 
teresting letters. She did not complain, Nikolayevitch ! So you are still poorly? 
but I felt that she was profoundly un- That’s bad! [Seeing Masha, joyfully . ] 
happy; every line betrayed sick over- Marya Ilyinishna! 
strained nerves. And her imagination is 15 Masha: You know me, do you? 
a little unhinged. She signed herself the [Shakes hands."] 

Sea Gull. In Pushkin’s Mermaid the Trigorin : Married? 

miller says that he is a raven, and in the Masha: Long ago. 

same way in her letters she kept re- Trigorin: Are you happy? [Bows to 

’ peating that she was a sea gull. Now she 20 Dorn and Medvcdenko, then hesitatingly 
is here. approaches Treplev] Irina Nikolayevna 

Dorn: Plerer How do you mean? has told me that you have forgotten the 

Treplev: In the town, staying at an past and are no longer angry, 
inn. She has been there for five days, I [Treplev holds out his hand] 

did go to sec her, and Marya Ilyinishna 25 Madame Arkadin : [To her son] 
here went too, but she won’t see anyone. Boris Alexeyevitch has brought the 
Semyon Semvonitch declares he saw magazine with your new story in it. 
her yesterday afternoon in the fields a Treplev: [Taking the magazine; to 
mile and a half from here. Trigorin] Thank you. you are very 

Medvedenko: Yes, I saw her. She went 30 kind. [They sit down] 
in that direction, toward the town. I Trigorin: Your admirers send their 
bowed to her and asked her why she greetings to you. ... In Petersburg and 

did not come to see us. She said she Moscow there is great interest in your 

would come. work and I am continually being asked 

Treplev: She won’t come. [A pause] 33 questions about you. People ask what 
Her father and stepmother refuse to you are like, how old you are, whether 
recognize her. They have put watchmen you are dark or fair. Everyone imagines, 
about so that she may not even go near for some reason, that vou are no longer 

the house. [Walks away with the doctor young. And no one knows your real 

toward the writing table] How easy it is 40 name, as you always publish under a 
to be a philosopher on paper, Doctor, pseudonym. You are as mysterious as 
and how difficult it is in life! the Iron Mask. 

Soria: She was a charming girl. Treplev: Will you be able to make a 

Dorn: What? long stay? 

Sorin: She was a charming girl, I say. 45 Trigorin: No, I think I must go back 
Actual Civil Councilor Sorin was posi- to Moscow tomorrow. I am obliged to. 
tively in love with her for a time. I am in a hurry to finish my novel, and 

Dorn: The old Lovelace. besides, I have promised something for 

[Shamraev’s laugh is heard] a collection of tales that is being pub- 
Polina: I fancy our people have come 50 lished. It’s the old story, in fact, 
back from the station. . . . [While they are talking, Madam t 
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Arkadin and Polina Andreyevna put a were children. Won’t you have a game 
card table in the middle of the room and before supper? [Site down to the table 
open it out. Shamraev lights candles and with Trigorin.] It’s a dull game, but it is 
sets chairs. A game of lotto is In ought out not so bad when you are used to it. 
of the cupboard .] 5 [Deals three cards to everyone .] 

Trigorin: The weather has not given Treplev: [ Turning the pages of the 
me a friendly welcome. There is a cruel magazine .] He has read his own story, 
wind. If it has dropped by tomorrow but he has not even cut mine. [Puts the 
morning I shall go to the lake to fish. magazine down on the writing table, then 
And I must have a look at the garden 10 goes toward door on left; as he passes his 
and that place where — you remember? — mother he kisses her on the head!] 
your play was acted. I’ve got a subject Madame Arkadin: And you, Kostya? 

for a story, I only want to revive my Treplev: Excuse me, I would rather 

recollections of the scene in which it is not ... I am going out. [ Goes out.'] 
laid. IS Madame Arkadin: The stake is ten 

Alaska: [To her father!] Father, let kopeks. Put it down for me. Doctor, will 
my husband have a horse! He must get you? 
home. Dorn: Right. 

Shamraev: [Mimicking!] Must get Masha: Has everyone put down their 
home — a horse! [Sternly.] You can see 20 stakes? I begin . . . Twenty-two. 
for yourself: they have just been to the Madame Arkadin: Yes. 
station. I can’t send them out again. Masha: Three! 

Alaska: But there aie other horses. Dorn: Right! 

[Seeing that her father says nothing, Masha: Did you play three? Eight! 

leaves her hand.] There’s no doing any- 25 Eighty-one! Ten! 

thing with you. Shamraev: Don’t be in a hurry! 

Aledvedenko: I can walk, Masha. Madame Arkadin: What a reception 

Really. ... I had in Harkov! My goodness! I feel 

Polina: [With a sigh.] Walk in such dizzy with it still, 
weather . . . [Sits down to the card 30 Alaska: Thirty-four! 
table!] Come, friends. [A melancholy waltz is played behind 

Aledvedenko: It is only four miles, the scenes.] 

Good-bye. [Kisses his wife’s hand.] Madame Arkadin: The students gave 
Good-bye, Mother. [His mother-in-law me an ovation. . . . Three baskets of 
reluctantly holds out her hand for him to 35 flowers . . . two wreaths and this, see. 
kiss.] I wouldn’t trouble anyone, but [Unfastens a brooch on her throat and 
the baby . . . [Bows to the company.] lays it on the table.] 

Good-bye . . . [Goes out with a guilty Shamraev: Yes, that is a thing. . . . 
step.] Alaska: Fifty! 

Shamraev: He can walk right enough. 40 Dorn: Exactly fifty? 

He’s not a general. Madame Arkadin: I had a wonderful 

Polina: [Tapping on the table!] Come, dress. . . . Whatever I don’t know, I do 
friends. Don’t let us waste time, we know how to dress, 
shall soon be called to supper. Polina: Kostya is playing the piano; 

[Shamraev, Alaska, and Dorn sit 4; he is depressed, poor fellow. 
down at the table.] Shamraev: He is awfully abused in 

Madame Arkadin: [To Trigorin.] the newspapers. 

When the long autumn evenings come Alaska: Seventy-seven! 

on they play lotto here. Look, it’s the Madame Arkadin: As though that 

same old lotto that we had when our 50 mattered! 

mother used to play with us, when we Trigorin: He never quite comes off. 
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He has not yet hit upon his own medium. Masha: Eighty-eight! 

There is always something queer and Trigoriit: The game is mine! 

vague, at times almost like delirium. Madame Arkadin: [Gaily] Bravo, 

Not a single living character. bravo! 

Masha: Eleven! 5 Shamraev: Bravo! 

Madame Arkadin: [ Looking round at Madame Arkadin: That man always 
Sorin. ] Petrusha, are you bored? [_A has luck in everything. [Gets up] And 
pause.'] He is asleep. now let us go and have something to eat. 

Dorn: The actual civil councilor is Our great man has not dined today, 
asleep. 10 We will go on again after supper. [ 2 o 

Alaska: Seven! Ninety! her join] Kostya, leave your manu- 

Trigorin: If I lived in such a place, scripts and come to supper, 
beside a lake, do you suppose I should Treplev: I don’t want any. Mother, 1 
wuite? I should overcome this passion am not hungry. 

and should do nothing but fish. 15 Madame Arkadin: As you like. [Wakes 

Alaska: Twenty-eight! Sorin.] Petrusha, supper! [ Takes Sham- 

Trigorin: Catching perch is so de- raev’s arm] I’ll tell you about my re- 
lightful! ception in Harkov. 

Dorn: Well, I believe in Konstantin [Polina Andreyevna puts out the 
Gavrilitch. There is something in him! 20 candles on the table. Then she and Dorn 
There is something in him! He thinks wheel the chair. All go out by door on 

in images; his stories are vivid, full of left; only Treplev, sitting at the writing 

color, and they affect me strongly. The table, is left on the staged] 
only pity is that he has not got definite Treplev: [Settling himself to write; runs 
aims. He produces an impression and 25 through what he has written already.] I 
that’s all, but you can’t get far with have talked so much about new forms 

nothing but an impression. Irina Niko- and now I feel that little by little I am 

layevna, are you glad that your son is a falling into a convention myself. [Reads] 

writer? “The placard on the wall proclaimed. 

Aladame Arkadin: Only fancy, I have 30. . . The pale face in its setting of dark 
not read anything of his yet. I never hair.” Proclaimed, setting. That’s 

have time. stupid. [Scratches out] I will begin 

Alaska: Twenty-six! where the hero is awakened by the 

[ Treplev comes in quietly and sits patter of the rain, and throw out all the 

down at his table] 33 rest. The description of the moonlight 

Shamraev: [To Trigorin] We have evening is long and overelaborate, 

still got something here belonging to Trigorin has worked out methods for 

you, Boris Alexeyevitch. himself, it’s easy for him now. . . . With 

Trigorin: What’s this? him the broken bottleneck glitters on 

Shamraev: Konstantin Gavrilitch shot 40 the dam and the mill wheel casts 
a sea gull and you asked me to get it black shadow — and there you have the 

stuffed for you. moonlight night, while I have the 

Trigorin: I dcn’t remember! Ponan- tremulous light, and the soft twinkling 

ing] 1 don’t remember! of the stars, and the faraway strains of 

Alaska: Sixty-six! One. 45 the piano dying away in the still fragrant 

Treplev: [Flinging open , -Ik unnaow. an ... It’s agonizing. [A pause] I 

listens] How dark it is. I don'c know come more and moie to the cnviction 

why I feel so uneasy, that it is not a question of new and old 

Aladame Arkadin: Kostya, shut the forms, but that what matters is that a 

window, there’s a draught. 50 man should write without thinking 

[Treplev shuts the zvtnaow] about forms at all, write because it 
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springs freely from his soul. £ There is a and could not bring myself to enter it. 
tap at the window nearest to the tabled T,e.t us sir down. {They sit down.} Let us 
What is that? [ Looks out of window .] sit down and talk and talk. It’s nice 
There is nothing to be seen . . . [ 'Opens here, it’s warm and snug. Do you hear 
the glass door and looks out into the 5 the wind ? There’s a passage in Turge- 
garden. ] Someone ran down the steps, nev, “Well for the man on such a night 
[Calls.} Who is there? [Goes out and can who sits under the shelter of home, who 
be heard walking rapidly along the ve- has a warm corner in safety.” I am a 
randa; returns half a minute later with sea gull. . . . No, that’s not it. [Rubs 
Nina Zaretchny. ] Nina, Nina! so her forehead What was I saying? Yes 

[Nina lays her head on his breast and . . . Turgenev . . . “And the Lord help 
weeps with subdued sobs -3 all homeless wanderers!” ... It doesn't 

Treplev: [Moved.} Nina! Nina! It’s matter. [SoirJ 
you . . . you. . . . It’s as though I had Treplev: Nina, you are crying again, 

foreseen it, all day long my heart has 15. . . Nina! 

been aching and restless. [Takes of her Nina: Never mind, it does me good 
hat and cape.~\ Oh, my sweet, my pre- ... I haven’t cried for two years, 
cious, she has come at last. Don’t let us Yesterday, late in the evening, I came 
cry, don’t let us! into the garden to see whether our stage 

Nina: There is someone here. 20 was still there. It is still standing. I 

Treplev: No one. cried for the first time after two years 

Nina: Lock the doors, someone may and it eased the weight on my heart 

come in. and made it lighter. You see, I am not 

Treplev: No one will come in. crying now. [Takes him by the hand.'} 

Nina: I know Irina Nikolayevna is 25 And so now you are an author. . . . You 
here. Lock the doors. are an author, I am an actress. . . . We 

Treplev: [Locks the door on right, goes too have been drawn into the whirlpool. 
to door on left.} There is no lock on this I lived joyously like a child — I woke up 
one. I’ll put a chair against it. [Puts an singing in the morning; I loved you and 
armchair against the door.} Don’t be 30 dreamed of fame, and now? Early to- 
afraid, no one will come. morrow morning I must go to Yelets 

Nina: [Looking intently into his face.} third-class . . . with peasants, and at 
Let me look at you. [Looking round.} Yelets the cultured tradesmen will 
It’s warm, it’s nice. ... In old days this pester me with attentions. Life is a 
was the drawing room. Am I very much 35 coarse business! 
changed? Treplev: Why to Yelets? 

Treplev: Yes . . . You are thinner and Nina: I have taken an engagement for 
your eyes are bigger. Nina, how strange the whole winter. It is time to go. 
it is that I should be seeing you. Why Treplev: Nina, I cursed you, I hated 
would not you let me see you? Why 40 you, I tore up your letters and photo- 
haven’t you come all this time? I know graphs, but I was conscious every 

you have been here almost a week. . . . minute that my soul is bound to yours 

I have been to you several times every for ever. It’s not in my power to leave 

day; I stood under your window like a off loving you, Nina. Ever since I lost 

beggar. 45 you and began to get my work published 

Nina: I was afraid that you might my life has been unbearable — I am 

hate me. I dream every night that you wretched. . . . My youth was, as it 

look at me and don’t know me. If only were, torn away all at once and it seems 

you knew! Ever since 1 came I have to me as though I have lived for ninety 

been walking here ... by the lake. I jo years already. I call upon you, I kiss 
have been near your house many times the earth on which you have walked; 
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Wherever I look I see your face, that a sea gull. No, that’s not it. . . . Do 
tender smile that lighted up the best you remember you shot a sea gull? A 
days of my life. . . . jman came by chance, saw it, and, just 

Xini i: £ Distractedly .] Why does he |to pass the time, destioyed it. . . . A 
talk like this, why does he talk like subject for a short story. . . . That’s 

this? ’not it, though. [Rubs her forehead .] 

Treplev: I am alone in the world. What was I saying? ... I am talking 
warmed by no affection. I am as cold as of the stage. Now I am not like that. I 
though I were in a cellar, and everything am a real actress, I act with enjoyment, 

1 write is dry, hard, and gloomy. Stay iowith enthusiasm, I am intoxicated when 
here. Nina, I entreat you, or let me go I am on the stage and feel that I am 

with vou! splendid. And since I have been here, 

[-V ina rapidly p.its on her hat and cape.'} I keep walking about and thinking, 

Treplev: Nina, why is this? For God's thinking and feeling that my soul is 

sake, Nina! [ [Looks at her as she pats her 13 getting stronger every day. Now I know, > 

thing* on; a pause.} I understand, Kostya, that in our work 1 

A 'ina; My horses are waiting at the — in acting or writing — what matters 
gate. Don’t see me off, I’ll go alone. ... is not fame, not glory, not what I 
[Through her tears.} Give me some dreamed of, but knowing how to be 
water. . . . 20 patient. To bear one’s cross and have 

Treplev: [ Gives her some water.} faith. I have faith and it all doesn’t 
Where are you going now? hurt so much, and when I think 

Xina : To the town. [A pause.} Is of my vocation I am not afraid of 
Irina Nikolayevna here? life. 

Treplev: Yes. ... Uncle was taken 23 Treplev: [Mournfully.} You have 
worse on Thursday and we telegraphed found your path, you know which way 
for her. you are going, but I am still floating in 

Xina: Why do you say that you a chaos of dreams and images, not 
kissed the earth on which I walked? knowing what use it is to anyone. I 
I ought to be killed. [Bends over table.} 30 have no faith and don’t know what my 
I am so tired! If I could rest ... if I vocation is. 

could rest! [Raising her head.} I am a Nina: [ Listening .] ’Sh-sh ... I am 

sea gull. . . . No, that’s not it. I am an going. Good-bye. When I become a 
actress. Oh, well! [Nearing Madame great actress, come and look at me. Will 
Arkadin and Trigorin laughing, she 33 you promise? But now. . .[presses his 
listens, then runs to door on left and looks hand} it’s late. I can hardly stand on 

through the keyhole.} He is here too. . . . my feet. ... I am worn out and 

[Turning back to Treplev .] Oh, well . . . hungry. . . . 

it doesn’t matter . . . no. . . . He did Treplev: Stay, I’ll give you some sup- 
not believe in the stage, he always 40 per. 

laughed at my dreams and little by little Nina: No, no. . . . Don’t see me off, I 
I left off believing in it too, and lost will go by myself. My horses are close 
heart. . . . And then I was fretted by love by. . . . So she brought him with her? 
and jealousy, and continually anxious Well, it doesn’t matter. When you see 
over my tittle one. ... I grew petty 43 Trigorin, don’t say anything to him. 
and trivial, I acted stupidly. ... I did ... I love him! I love him even more 
not know what to do with my arms, I than before. ... A subject for a short 
did not know how to stand on the stage, story ... I love him, I love him pas- 
could not control my voice. You can’t sionately, I love him to despair. It was 
understand what it feels like when one 30 nice in the old days, Kostya! Do you re- 
knows one is acting disgracefully. I am member? How clear, warm, joyous, and 
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pure life was, what feelings we had — the same time. [ Lights the candles and 
feelings like tender, exquisite flowers. sits down to the card table.] 

. . . Do you remember? [Recites!] Shamraev: [Leads Trigorin to the cup- 
“Men, lions, eagles, and partridges, board.'] Here’s the thing I was speaking 
horned deer, geese, spiders, silent fish 5 about just now. [Takes the stuffed sea 
that dwell in the water, starfishes, and gull from the cupboard .] This is what 
creatures which cannot be seen by the you ordered. 

eye — all living things, all living things, Trigorin: [ Looking at the sea gull.] I 
all living things, have completed their don’t remember it. [Musing!] I don’t 
cycle of sorrow, are extinct. . . . For 10 remember. 

thousands of years the earth has borne [The sound of a shot coming from 
no living creature on its surface, and right of stage; everyone starts.] 
this poor moon lights its lamp in vain. Madame Arkadin: [Frightened.] 
On the meadow the cranes no longer What’s that? 

waken with a cry and there is no sound 15 Dorn: That’s nothing. It must be 
of the May beetles in the lime trees . . .” something in my medicine chest that 
[Impulsively embraces Treplcv and runs has gone off. Don’t be anxious. [Goes 
out of the glass cloor.] out at door on right, comes back in half a 

Treplev: [After a pause.] It will be a minute.] That’s what it is. A bottle of 
pity if someone meets her in the garden 20 ether has exploded. [Hums.] “1 stand 
and tells mother. It may upset mother. before thee enchanted again. . . .” 

. . . Madame Arkadin: [Sitting down to 

[He spends two minutes in tearing up the table.] Ough, how frightened I was. 
all his manuscripts and throwing them It reminded me of how . . . [Hides her 
under the table; then unlocks the door on 25 face in her hands.] It made me quite 
right and goes out.] dizzy. . . . 

Dorn: [Trying to open the door on Dorn: [Turning over the leaves of the 
left.] Strange. The door seems to be magazine, to Trigorin.] There was an 
locked . . . [Comes in and puts the arm- article in this two months ago — a letter 
chair in its place.] An obstacle race. 30 from America — and I wanted to ask 
[Enter Madame Arkadin and Polina you among other things [puts his arm 
Andreyevna, behind them Yakov carrying round Trigorin s waist and leads him to 
a tray with bottles; Masha; then Sham- the footlights] as I am very much inter- 
raev and Trigorin .] ested in the question. . . . [In a lower 

Madame Arkadin. Put the claret and 33 tone, dropping his voice.] Get Irina 
the beer for Boris Alexeyevitch here on Nikolayevna away somehow. The fact 
the table. We will play as we drink it. is, Konstantin Gavrilitch has shot 
Let us sit down, friends. himself. . . . 

Polina: [To Yakov.] Bring tea too at curtain. 

QUESTIONS ON ACT IV 

1. Why does Chekhov give us the scene at the beginning of the act in 
which Masha refuses to go home? Is it a way of suggesting what has been 
happening to Treplev — that Masha senses his loneliness and defeat? What 
is the significance of Masha’s statement (p. 482) : “There is no such thing as 
hopeless love except in novels”? 

2. Consider Sorin’s speech (p. 483) beginning: “I want to give Kostya a 
subject for a story, etc.” Granted that the speech is a commentary on 
Sorin’s own disappointment, does it help to suggest the plight of Treplev? 
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3. Is the information about what has happened to Nina brought in 
naturally? 

4. What do Treplev’s speeches on the subject suggest? That he has lost 
interest in Nina? That he is trying to be objective? That he still loves her 
but is trying to conceal that fact from himself? Or what? 

5. What is the significance of Trigorin’s having brought Treplev a 
magazine with Treplev’s latest story in it? Madame Arkadin apparently 
thinks that this present may pacify Treplev. Treplev himself notices that 
Trigorin has obviously not read the story. What is the significance of 
Trigorin’s analysis of Treplev’s style (pp. 4S5— 86) ? 

6. Trigorin wins the game of lotto, and Madam Arkadin comments, 
“That man always has luck in everything.” The comment is made casually 
as a bit of small talk, but does it take on a deeper significance in the con- 
text of the act? 

7. Shamraev tells Trigorin that he has had the sea gull stuffed for him, 
but Trigorin cannot remember anything about it. What is the symbolic 
significance of this passage? If we remember that it was Treplev who shot 
the sea gull, may the little incident be taken as an allegory of the action 
of the play? 

8. What is the significance of Treplev’s disparaging analysis of his own 
literary style? 

9. What does Nina mean when she tells Treplev (p. 487), “You are an 
author, I am an actress. We too have been drawn into the whirlpool”? 
Is there an implied contrast between the quiet lake, the proper haunt of 
the sea gull, and the whirlpool? 

10. Is Nina still in love with Treplev? What is her attitude toward him? 
How do you know? 

xi. What is the importance of Treplev’s speech (p. 489): “It will be a 
pity if someone meets her in the garden and tells mother. It may upset 
mother. . . ,”? 


NOTES ON THE SEA GULL 

I. THE VARIOUS CONFLICTS 

Two special problems, as we have already suggested, are presented 
sharply to the student of Chekhov: the problem of tone and the problem 
of structure. The problem of tone, that is, of the play’s relation to the 
comic or the tragic mode, is one which can be temporarily postponed until 
we have considered other issues which lead up to it. As for the problem of 
structure, several facts are obvious immediately. Chekhov’s plays have the 
reputation of dealing with frustration, and in a sense this reputation is 
well founded. To say that The Sea Gull deals with frustration is perhaps 
to say that apparently “nothing happens”; that is, we do not find the con- 
ventional dramatic structure in which one or more characters develop and 
carry through a line of action by a traceable “forward movement.” There 
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is no clear objective toward which things seem to be moving and in terms) 
of which the play ends. Hence, even though the play ends with a violent' 
action — Treplev’s suicide — we may very well feel that we have not seen a 
characteristic plot develop. Treplev may seem merely frustrated, a sad 
young man, who never succeeds in solving his problem and finds nothing to 
do but kill himself. But the fact is that we are always aware of a high state 
of tension in the play — the quality by' which we identify drama. For we 
are constantly aware of the existence of conflict — indeed, of a multitude 
of conflicts. 

In the introduction we spoke of a short story (p. 16) which is almost a 
play. Now, in The Sea Gull, we are at first glance tempted to find a novel 
presented on the stage and not a proper “drama” at all. It is true that the 
technique of this play shows the influence of techniques developed in 
fiction. jFor example, the play is not focused on one central character. 
There is rather a multiple focus of the sort which occurs more frequently 
in fiction and which in drama may be dangerousjef. p. 181). But The Sea 
Gull is a drama in its own right and represents not a mixture of forms but-'- 
dramatic form in the full sense of that term. 

Perhaps the best approach which we can make to this problem is to 
begin with a consideration of the types of conflict to be found in the play 
and to attempt arbitrarily to relate them to one conflict, say Treplev’s. 
There are many conflicts. There are so many that a careless reader may 
feel that there is no central conflict at all — that the struggles of the various 
characters merely cancel each other out. There is Treplev’s conflict with his 
brilliant actress mother — a struggle, on the more superficial levels, for 
money, for literary reputation, for freedom to express himself. But this 
struggle is, on the deepest level, a struggle to be himself, and it involves^*' 
ultimately, the problem of defining himself. Now how may the other con- 
flicts be related to this one? Is there any relation? Masha’s conflict is 
internal: she is very much in love with Treplev, but recognizes that her 
love is hopeless and makes her decision to marry the dull schoolmaster. 
Other struggles seem less immediately related to Treplev’s. There is Nina’s 
struggle with her father and stepmother and with the stifling and meaning- 
less respectability which they represent. There is Sorin’s struggle to realize 
something out of life — to transcend the kind of existence in which nothing 
seems to happen — in which he seems to go through existence without having 
lived. There is even, in a lower key, Polina’s attempt to persuade Dorn to 
agree to an open acknowledgment of their love for each other. 

In all of these conflicts the protagonists are unsuccessful: but there are 
two characters who are so successful that one hesitates to characterize 
their efforts as “struggles” at all. Madame Arkadin maintains her equilib- 
rium so easily that her success is hardly in doubt. Even Trigorin’s defec- 
tion from her is brief and qualified. Trigorin himself never agonizes — 
either for a literary reputation or for love. With no effort at all, he takes 
Nina away from Treplev and away from the lake. 

Wc asked, in a tentative effort to organize the materials, how these 
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various conflicts are related to Trcplev’s conflict. The two successful char- 
acters, of course, \\e see in direct opposition to Treplev: Madame Arkadin 
and Trigorin represent some of the forces against which he struggles. But 
the unsuccessful struggles are also related to Treplev’s: they rend to parallel 
and echo his own failure at one point or another. It is possible that they 
tend to define the ultimate nature of his struggle. But we shall see this 
more clearly if we postpone an answer until we have considered several of 
the themes which seem to emerge from the various conflicts. 

2. THE LOVE THEME 

The patterning of the love affairs in this play is quite as complicated as 
that in The Way of the World. We have ardent, idealistic young love 
(Treplev for Nina), glamor-struck love (Nina for Trigorin), unrequited, 
hopeless love (Masha for Treplev), furtive love (Polina for Dorn), the com- 
fortable “arrangement” (Madame Arkadin and Trigorin), etc. To illustrate 
rhe complications of the unrequited love theme: Medvedenko is in love 
with Masha, who is in love with Treplev, who is in love with Nina, who is 
in love with Trigorin, who is in love (at least in his own way) with Madame 
Arkadin, who is in love with herself. Needless to say, Chekhov has arranged 
this patterning for a different purpose than that of Congreve. Though he 
calls his play a comedy, what we sense is pathos, and perhaps tragedy. 
One of the most remarkable things about The Sea Gull is that Chekhov 
has made the patterning of the love affairs so intricate, and yet has man- 
aged to avoid the tone either of melodrama or of light comedy. 

A definition of the tone actually achieved had best be deferred to a later 
section of this discussion where the whole problem of this play’s relation 
to comedy and tragedy will be dealt with. But some of the other functions of 
the intricate patterning of the love affairs can be mentioned here. One func- 
tion is to supply a qualifying background for Treplev’s particular problem. 
The other love affairs serve to define, sometimes by parallel, sometimes by 
contrast, Treplev’s own situation. For example, other characters, like Treplev, 
suffer from unrequited love: Nina; Polina, in a sense; Masha, for Treplev 
himself. (Even though Masha’s resignation — her sense of the unalterable 
nature of things — keeps her from struggling, yet it gives her dignity, and 
she has, in her very hopelessness, a kind of security, which Treplev lacks.) 

Moreover, Treplev is aware, in part, of this background of love relation- 
ships. He is aware of the frustration of some of the others. This comprehen- 
sion increases Treplev’s bitterness and restlessness. Treplev’s knowledge, 
for example, of Trigorin’s basic shallowness and even of his mother’s final 
triviality influences all his actions profoundly. 

3 . THE ART THEME 

Treplev’s play, for example, is conditioned heavily by his. sensitiveness 
to his mother’s and her paramour’s literarv fame. In addition to his positive 
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creative aims, he wants also to shock his mother; to declare his independ- 
ence of the popular standards of art in terms of which she and Trigorin 
are famous. But his purpose, too, is to win his mother’s respect, to make 
her see that he has not only independence but talent. And, too, the play is 
to define for himself what he thinks about life — what life is. 

His play therefore is not merely an attempt at literary accomplishment. 
It springs actually from a deeper impulse toward self-expression; hence 
his hurt feelings. But, aside from his hope of approval, he has another 
motive: he must show his mother and her friends, including the second- 
rate artist Trigorin, that he has no illusions about what his mother’s 
reputation as an actress really means or the kind of literature which she 
thinks is fine. But the play is a debacle, in part because he has failed at 
the beginning even to shock his mother seriously — she pigeonholes the 
effort as “decadent” poetry, and so is able to dismiss it. In part, the play 
fails because of Treplev’s own honest}'. The play represents an aspiration 
and not a fulfillment. Treplev is too honest to see it otherwise. 

Attitudes to Art. But only one person who sees the play gets any sense of 
what Treplev has tried to do. Though Sorin, Treplev's uncle, is sympathetic 
with his nephew’s effort, only Dorn expresses any liking for the play. Nina 
is worried because there are no living characters in it; Masha is interested 
merely in the author because she is in love with him; the schoolmaster 
takes only a pedantic interest — he questions some of the innovations. 
Trigorin says that he doesn’t understand a word of it. All of them— pos- 
sibly Dorn, who makes no pretensions to literature, excepted — see it only 
in personal terms or judge it by the standards of conventionally successful 
literary work. 

As we have already seen, most of these people cannot communicate with 
each other — cannot express to one another what they yearn to express. 
Yet, most of them assume that literature is such expression. They feel that .> 
they have a story to tell — that there is material for a story in their lives, 
but they cannot comprehend Treplev’s attempt at such expression. 

The ironic contrasts between what people take art to be and what the 
conventionally successful artists make of it, is seen through the play. The 
romantic view which Nina takes of the artist applies, in a way, to Treplev, 
who wants to write “from his soul.” Hence she exclaims: “I should have 
thought that for anyone who has known the enjoyment of creation, no other 
enjoyment can exist.” But she attributes this kind of creation to Trigorin, 
whose attitude toward his work is that of a perfectly humdrum business- 
man. In the same way, poor Masha’s attitude is comparable to Nina’s: she 
feels free to pour out her sadness to Trigorin because he is a writer: “You 
might use it. I am telling you the truth: if he had hurt himself seriously I 
would not have gone on living another minute.” Again, everyone feels that 
Madame Arkadin, as a great actress, is capable of sensitiveness and depth of 
feeling. They defer to her, not merely because she is charming, and not 
merely because she has won public acclaim, but because they feel that she 
is a great artist. And so she is; but her greatness as an actress is perfectly 
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consonant with selfishness, pettiness, and a general incomprehension of the 
emotions that rack her son and brother. 

We have seen how literature, as he conceives of it ideally, seems to offer 
to Treplev an escape from his frustration by giving him a means of expres- 
sion. In much the same way Nina is attracted by the stage. The world of 
the stage represents a way of escape from her father’s tyranny and a dull and 
frustrating environment in which she finds herself. But whereas Treplev’s 
interest in the stage springs in part from an awareness of the distinction 
between what art ought to be and what conventionally successful art is, to 
t Nina the stage is completely glamorous and represents a means of escape 
[ into a more satisfying world. And Trigorin, far from appearing to be a 
A/rather shallow popular author, appears to her quite genuinely to be a hero. 

One may summarize therefore by saying that the stage and the world of 
practical writing, in contrast with literature as viewed ideally, acts in the 
case of both these young people as a disrupting force, though it carries 
them in opposite directions. Of the two, Nina is the less complicated, the 
more naive, the more easily dazzled. But Chekhov makes no easy judg- 
ment in favor of one as opposed to the other. Nina’s bedazzlement is per- 
fectly natural in the circumstances, and the fact that Treplev can see 
through the illusion which has fascinated her simply adds to his own 
frustration. 

Complication of Character. The ironic failure of the young people to 
fulfil their hopes is, in turn, in ironic contrast with the “success” of 
Madame Arkadin and Trigorin; in fact, the irony may even seem directed 
against the latter two. But the fact is that the play is not primarily, if at 
all, a satire on popular artistic success. Chekhov, we should observe, care- 
fully refrains from turning Madame Arkadin and Trigorin into villainess 
and villain. They are genuinely successful, they possess some very real 
talent, and in a sense they are quite frank about themselves. Trigorin, for 
example, is perfectly honest in talking about the lack of glamor in his pro- 
fession. He tells Nina quite truthfully that there is nothing spectacular or 
romantic about the business of writing, and he confesses with what is quite 
obvious sincerity that he is a minor writer. Actually, Trigorin is made to 
go about with his notebook, jotting down bits of material for his stories, 
in the most jog-trot, businesslike way. He dotes on fishing. By contrast it 
is Masha, the rather unattractive, vodka-drinking, snuff-taking girl who 
exhibits a romantic abandon in her attitude toward life. 

Madame Arkadin, too, is sincere — at least as sincere as one can be who 
acts consistently off the stage as well as on the stage. It is very easy to 
oversimplify her character. There is a sense in which it is fair to say that 
she is merely a superficial and thoroughly selfish woman. She is wrapped up 
in her own concerns. She is vain. She makes little effort to understand her 
son, and her feelings toward both her son and her brother are essentially 
those of the sentimentalist. 

Yet it is a triumph on the part of Chekhov that we feel the charm of the 
woman in spite of the fact that he has exposed her limitations so merci- 
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lessly. And she has real charm. There is no question of that. Even aftei 
we have discounted the conventional compliments and the flattery of the 
people who surround her, it is plain that the other characters, including 
her son, do find her quite definitely charming. 

Madame Arkadin’s Selfishness. This fact may suggest the need to 
analyze her selfishness a little further. There is a sense in which she 
quite really becomes panic-stricken when she thinks of giving up money. 
Her brother (p. 476a, 11 . 33-36) apparently recognizes this. Moreover the 
adulation which she demands, like the money, is absolutely necessary to 
her sense of security. It is perhaps not too much to say that Madame 
Arkadin is really a great actress precisely because of her self-centered 
nature, because of the very superficiality of her emotions, because she is 
incapable of the kind of sincerity which, say, Nina or Masha possesses. 
Toward Madame Arkadin one must take, in part at least, the attitude that 
one takes toward a rather wayward and naughty but delightful and charm- 
ing child. In part this is the pathos of her son’s situation. His mother’s 
selfishness is the cause of his own distress, and yet he himself simply can- 
not treat her as another adult person. We find him actually coaxing her 
and trying to reclaim her as one would a child. 

Jn Act 111 , the scene of reconciliation between Madame Arkadin and 
Trigorin is a perfect epitome of their emotional versatility. Finding that 
Trigorin wishes to be free, she experiences a moment of alarm. But her 
acting, she finds, is still completely effective: Trigorin in a moment is beg- 
ging her to take him with her and never to leave him. Reassured, she can 
immediately become perfectly casual. She can tell him: “. . . if you like, 
you can stay. . . . After all, why should you be in a hurry?” And Tri- 
gorin, a moment later, can be jotting down in his notebook more materials 
for a story. 

To sum up— and perhaps to oversimplify — it is Madame Arkadin and 
Trigorin, those successful creatures of the brilliant world, those artists who 
deal daily in emotions, who turn out to be childish, immature, and im- 
pervious to the deeper emotions: on the other hand, it is the youthful 
characters like Nina and Treplev who, in their intensity and their partici- 
pation in the real drama of experience, are destroyed. 


4. THE THEME OF THE TRADITION 

We have seen that an important aspect of Treplev’s struggle is his 
attempt to realize himself — to come to terms with his own desires — to find 
what he wants, and attain it. We have seen how this attempt at self- 
realization involves the love theme and the art theme. For Treplev, art and 
love are in some way identified: for Trigorin, on the other hand, art is a 
craft, almost a trade. But there is a further theme, easy to overlook, which 
has its importance in Treplev’s attempt to find himself. Treplev’s mother 
and uncle are members of a landed aristocracy. Such a society is stable; 
it has come to terms with itself and lives by a code. Sorin has served the 
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state as a membei of such an anstocncv He is now “Civil Councilor,” 
an official who has, accoiding to Mi btaik \oung’s tianslation, the rank 
of a rear adnnial or a majoi geneial Madame Aikadin, it is true, has 
marntd an actoi, lieplevs fathei, and has become an acticss herself 
But she e\ identic still thinks of heiself as a great lady lieplcv, it is true, 
does not give himself the airs of an anstociat He is not the unthinking 
conseic atn e He is voung and lebeilious He wants to stake out for him- 
self Still, he is the hen of a code, even though the code is appaientlyin 
decav Thus, when he is fiustrated in his attempt to expose to his mother 
the ignominy of hci choice, and when Trigoan takes his sweetheart from 
him, the voung man falls back on his code Dishonored, his lecouise is to 
challenge Tiigoun to a duel In terms of the code that i» what he should do 
But Trigoan lefuses to fight he feels no claim of the code Mid Madame 
Aikadin, though she can mock hei son by calling him a “Kiev shopman” 
when she is angry, does not respect the aristocratic code either At anv 
late, she is unwilling to lespect her son’s appeal to the code Tngonn, in 
refusing hei son’s challenge, does not, in hei eyes, become a coward, she 
does not see her son as a man of honor issuing a challenge, but only as an 
ovei-wrought, foolish boy 

The Meaning of Sorin’s Life. The decay of the tradition generally is 
suggested all along through the play by Sorin Sorin, though he is hardly 
bitter, recognizes fully the emptiness of his life He is the statesman who 
helps manage the state but is at the mercy of his own overseei. the man, 
living on his own acres, who is bored with the country, the man who has 
had honors and a “successful” career, but who feels that he has never 
lived His frustration, accepted with a kind of genial reoignation, serves as 
a counterpart to his nephew’s But it also suggests the background cf 
Treplev’s for Treplev, the tradition is used up, is spent He must make his 
mark as an individual, as a writer, not as a landholder, the lepresentative 
of a code But, as far as his experience indicates, the only alternative to the 
life of his Uncle Sorin, for whom he has sympathy, seems to be that of 
^rigonn, for whom he has only contempt 

5 THE MUITIPLE TOCUS 

Thus far, we have discussed the play as if Treplev were at the center of 
it, observing how the various conflicts are related directly or indirectly to 
his conflict (see Section i of this analysis) But the student will have no- 
ticed that Chekhov himself has not overtly focused the play on Treplev. 
In his presentation, at least, Treplev does not dominate the play Nina, 
Madame Arkadin, Tngonn — all come in for as much attention as Treplev 
docs, and even characters like Masha and Dorn and Polina aie much more 
than types — much more, too, than a mere choius commenting upon the 
fortunes of the hero Indeed, it is easy for the student to feel that Chekhov 
has failed altogether to provide a focus Rathei, he seems to have pre- 
sented us with a confusion — a group of characters, each with his problem< 
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at cross purposes with each other. Here, possibly, is the source of the 
frequent criticism that Chekhov does not have a “plot,” that is, a dis- 
cernible “forward action.” 

But before we conclude too hastily that the dramatist is confused, we 
ought to see what relationships emerge upon a sensitive reading or the witness- 
ing of a sensitive presentation of the play on the stage. As we have already 
seen, important patternings do emerge: there are the frustrated characters 
and the “successful” ones, and the price paid for this success by the suc- 
cessful ones is pretty clearly suggested. Moreover, among the frustrated 
characters, there are counterpointings and contrasts. The nature of the 
frustration varies, and the response to it varies, too. Sorin’s response is 
very different from Treplev’s; Masha’s, from Nina’s. 

Chekhov, by refusing to keep our attention mainly on Treplev, has per- 
haps made his play more difficult; but his method does give him some great 
advantages. The characters are very solid; some who, like Masha, are not 
presented at great length, yet appear very real. Moreover, since we learn 
about the various characters only from their attitudes toward each other — 
even in small talk, in connection with some casual event — we have no sense 
of the author’s forcing some interpretation on us, oversimplifying a given 
situation in favor of some thesis about life. We have an unusual sense ofj 
the complexity of life as it is observed by the author. 

6. COMEDY OR TRAGEDY 

But the reader may conceivably feel that with all this complexity Chek- 
hov has no interpretation himself, that the irony which is used so much 
in this play is an irresponsible and cynical irony. What is Chekhov’s 
attitude toward his characters, after all? Does he see his play as a kind of 
comedy? Or does he see the general situation as tragic? 

On one level, of course, it is thoroughly unimportant whether we decide 
to call the play a comedy or a tragedy. The play is what it is — good, if it 
is good; poor, if it is poor; and the affixing of a label, merely as a label, has 
little significance. But the question is worth answering in so far as it in- 
volves the matter of the dramatist’s attitude and in so far as it gives us an 
opportunity to define and state that attitude. 

Earlier discussions in this book (cf. p. iio) have already indicated that 
the mere fact that the play ends with Treplev’s death does not in itself 
commit us to calling the play a tragedy. As we have seen, tragedy requires 
more than an unhappy ending. Moreover, we have seen that tragedy re- 
quires a dominant figure, a hero or protagonist, who is capable of meaning- 
ful struggle (cf. pp. Iio, 312-14). 

He must have a certain force. He must not be weak, merely the passive 
victim of external forces, but must be able to struggle powerfully with the 
forces with which he is in opposition. If we take Treplev to be the protag- 
onist, he hardly measures up in this respect. He is sensitive; he realizes 
what is happening to him, but he hardly has the force or the maturity to 
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make a real struggle of it. And his last act, an act which is decisive for 
him, is suicide and is therefore essentially negative. 

So by these tests The Sea Gull is hardly a tragedy. Yet one hesitates to 
call it a comedy. Very serious issues are involved. If nothing happens to 
Madame Arkadin and to Trigorin, very much indeed happens to Nina and 
to Treplev. The lives of both of them are ruined. So, although the comedy 
contains some satire — that directed, for instance, at popular success in 
literature — it is still something which cuts much deeper than mere satire; 
and if it is comedy, it is a wry and sardonic comedy, not a gay and play- 
ful one. 

What is Chekhov’s attitude toward his characters? How seriously does 
he take them ? How seriously does he expect us to take them ? The ques- 
tions are not easy, for the shadings of attitude are such that we shall have 
to answer with care if we are to give an accurate account of the attitudes. 
But the answers can be given, for the play itself suggests those attitudes 
plainly enough to the sensitive reader. And answers to these questions of 
attitude may allow us to state how the play is related to comedy and to 
tragedy. 

Esthetic Distance. Perhaps the term which makes the best approach to 
Chekhov’s attitude is “esthetic distance.” This is not altogether a happy 
term, but it is difficult to hit upon one that is more accurate. Every drama- 
tist, of course, stands apart from the scene which he portrays: all employ 
some measure of esthetic distance — some consciousness of the diama as it 
is viewed in perspective. But Chekhov has here employed a great deal of 
esthetic distance. As he uses it in this play, however, it is not what it 
sometimes becomes: a sense of reserve, a high degree of austerity and aloof- 
ness. The play gives the sense of informality rather than that of formality. 

But in the matter of sympathetic identification with the characters, the 
dramatist holds himself (and his readers) at quite a remove. We are made 
constantly aware of the youthfulness of Nina and Treplev — of their essen- 
tially youthful enthusiasms and youthful despairs. We are constantly 
reminded that the appraisals of the situation made by these characters 
must be taken at a discount. Not that we do not “sympathize” with them; 
'' not that we feel that their responses are inadequately motivated. Per- 
( haps it is just because we do know so fully the nature of their responses, 
^ that we have to discount them as giving “the whole truth.” 

Something of the same reserve applies also to the mature characters. 
Madame Arkadin, for example, is in many respects a magnificent woman, 
and we are willing to believe that she is a great actress: but we simply do 
not take her outbursts altogether seriously. There is something childlike 
and even “childish” about her emotional reactions, even though we are 
aware of the fact that she is self-centered and able to take care of herself 
in the world which she inhabits. In the same way we see through Trigorin 
quite as easily as we see through Madame Arkadin — even as Treplev sees 
through both of them — though we continue to be convinced that Trigorin 
is a successful writer and a plausible, self-sufficient, intelligent character. 
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One may sum up with reference to all the characters by saying that the 
dramatist stands above them all in his knowledge of them, even in a kind 
of patronage of them, so that the whole group of characters seems a little 
diminished and reduced. This does not mean that the characters are not 
real, nor does it mean, as is sometimes hinted, that Chekhov has bathed 
them in an atmosphere of hopelessness and lethargy. What it does mean 
is perhaps this: that Chekhov never invites us to identify ourselves with 
any one of them but rather to view them all from a vantage point of 
superior knowledge, as it were, with a mixture of pity and ironic under- 
standing. 

The Treatment of Dorn. Perhaps some exception from this generaliza- 
tion ought to be made for the character of Dorn. Dorn is more discerning 
than most of the other characters. It is he alone who senses what Treplev’s 
abortive play was attempting to say. It is he who can comment at the end 
of the first act: “How hysterical they all are! How hysterical! And what a 
lot of love. . . . Oh, the sorcery of the lake! What can I do, my child? 
What? What?” It is he, significantly enough, who discovers Treplev’s 
suicide and who has taken command of the situation as the play ends. 

Moreover, it is Dorn alone of the characters who has no “problem” to 
solve; or, if he has a problem (Polina's love for him), he is the only character 
who has come to terms with it. (Shamraev, Sorin’s steward, hardly counts 
here, for he is too insensitive, too easily satisfied with ordinary con- 
cerns, to have a problem, in any case.) This is not to say that Dorn is 
Chekhov’s mouthpiece or that Chekhov invites us to identify Dorn’s 
judgments with our own. Dorn never becomes a tragic chorus, commenting 
upon the action, suggesting to us what our response should be. 

Indeed, Dorn himself does not fully understand the action which sur- 
rounds him. He is perhaps too ready to discount the depth of Polina’s, 
yearning, or the full urgency of Sorin’s feeling that he has never lived; and, 
presumably, he too is taken by surprise when Treplev shoots himself. 
Yet Dorn, though not Chekhov’s mouthpiece, can be used to give hints 
of Chekhov’s final attitude. At least he can ward us off from certain mis- 
conceptions as to that attitude: that Trigorin is a shallow fool; that Madame 
Arkadin is merely a hard, selfish woman; that Sorin is just a tiresome 
valetudinarian, etc. 

The dramatist has not played up the pathos. He has not insisted upon 
the pity of Treplev’s plight or of Nina’s ruin. But, on the other hand, his 
detachment is not that of the mere cynic. That isjChekhov does not see the 
situation which works itself out with Treplev’s death as a meaningless 
situation in which there are no values and to which the only proper re- 
sponse is a bitter and cynical laugh. Indeed, the sensitive reader may very 
well feel that the final attitude which the dramatist wishes us as audience to 
adopt is that of a wise pity — an attitude which takes into account the hurt 
and failure, and which is alive to the ironies implicit in the situation, and yet 
which refuses to delude itself for a moment about the limitations of the 
nathetic characters as well as the trivialities of the “successful” characters. 
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questions on The Sea Gull 

1. Mr. Joseph Wood Krutch has written of The Sea Gull that it “is 
not a mixture of comedy and tragedy. . . . Neither the spirit of tiagedy nor 
the spirit of comedy could include all the variety of incident and character 
which the play presents. They can only be included within some mood 
less dowmight than that of tragedy and comedy, and one of Chekhov’s 
originalities was just his success in creating such a mood.” Comment upon 
this statement, illustrating your commentary from your reading of the play. 

2. Can you arrive at a satisfactory symbolic definition of the sea gull? 
Some suggestion as to its meaning has already been made (Act IV, ques- 
tion 7). Note carefully all the characters who have anything to do with the 
sea gull. What do you make of Nina’s repeatedly saying (in Act IV) that 
she is the sea gull and then promptly denying it? 

3. Is it possible that the lake has a definable symbolic meaning? Note 
that it is the place where Yakov swims and Trigorin fishes; at the same 
time it is the backdrop of Treplev’s play; and various characters react to 
it in different ways. 

4. Is there any symbolism in the card game? In the storm, which is 
mentioned several times? In the recurrent problem of the horses? In the 
stage, especially in the contrast between its condition in Act I and its 
condition in Act IV? What is indicated about Chekhov’s technique by the 
fact that there appears to be so much symbolic suggestiveness in his 
various materials? What other dramatist represented in this volume does 
he appear to resemble in this respect? 

5. Would it be possible, in interpreting the play, to regard it largely as 
a commentary on literature and art? We have already seen, of course, the 
rather complex meanings implied in the conflict between Treplev and 
Trigorin. Do Nina and Madame Arkadin act as foils for each other in a 
similar fashion? Where does the parallelism between pairs or individuals, if 
there is any, obviously end ? If we regard Madame Arkadin as a kind of em- 
bodiment of the world of the theater, what is said about that world by 
the treatment of her in the play? What character or characters seem to be 
entirely outside the world of art and letters? 

6. What part does Sorin play in preventing the play from seeming to be 
a sardonic commentary on experience? We have seen that he is a kind of 
symbol of various failures. Yet has he in any way “succeeded,” that is, 
come to any sort of achievement in personality or character which we may 
regard with considerable sympathy? In what ways is he like Dorn? Differ- 
ent from Dorn? 

7. The final stress of our main analysis has been upon the “esthetic 
distance” of the play, upon the way in which we are invited to engage in 
a sympathetic and yet, so to speak, nonpartisan contemplation of the fates 
of the various characters. This result is secured, to a large extent, by a 
presentation, often ironic, of the pros and cons, that is, of all sides, of the 
characters. Note how our seeing all sides of the characters is accomplished, 
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in part, by the presentation of a variety of attitudes to each character. 
Observe, for instance, how all the characters view and respond to Madam 
Arkadin, and how Treplev himself changes in his feelings toward her from 
one moment to another. Make a study, also, of the diverse attitudes to 
Trigorin and to Treplev, including, in each case, the character’s attitude to 
himself. What is shown by the widely different reactions to Treplev’s play? 

8. What is ironic in: {a) the relationship between the emotional situa- 
tions of Masha and her mother? ( b ) Masha’s resolving to tear out her love 
for Treplev by the roots? ( c ) Nina’s and Treplev’s attitude toward the 
future in Act IV? 

9. Is there any consistency in Nina’s parents’ locking her in in Act I 
and locking her out in Act IV? 

' 10. What seems to be the relationship between love and art in Treplev 

and Trigorin respectively? 

11. Various characters in the pla\, notably Treplev and Nina, face 
“problems.” Would it be suitable, however, to describe the play as a 
problem play? Is the play topical — that is, is it concerned with issues 
peculiar to a certain time and place? Or do its values transcend the his- 
torical and local? 

The Sea Gull and Shakespeare’s Hamlet 

In the text of The Sea Gall, as we have seen, there are several direct 
references to Hamlet (and these suggest questions which have already been 
asked). It is therefore clear that, to some extent at least, Chekov had 
Shakespeare’s play in mind when he was working on his own play. Hence 
it should be profitable for the student to read Hamlet carefully and to try 
to see in what ways, if any, each play sheds some light on the other. 

1. Allowing for all the differences of external detail, is there any essential 
resemblance between the situation of Hamlet and that of Treplev? Com- 
pare them in age, in temperament, in imaginative qualities, and in terms 

f of the types of people against whom they must contend. What is it that 
leads them either to contemplate or to seek death? If we may say that 
both are frustrated characters, to what extent do the two frustrations 
differ from or resemble each other? 

2. May it perhaps be said that in each play we see a young man of ideals 
coming to grips with an adult, actual world-as-it-is, with its compromises, 
its insensitiveness, and even its downright evil ? If so, how does the practical, 
adult world of Shakespeare’s play differ from that of Chekhov’s play? How 

\ does the relationship between Claudius and Hamlet’s mother differ from 

t that between Trigorin and Madam Arkadin? Note, in this connection, the 
attitudes of other characters besides the sons to the mothers’ relationships 
with men. What is it that Claudius and Gertrude really want of Hamlet 
at the start? See I. ii, 66 ff. 

3 . Compare the two mother-son relationships. Which mother is stronger, 
more able to control situations ? Less sensitive or less impressionable ? 
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4. Trigorin has not, of course, committed a murder as Claudius has. But 
is it possible to conceive of him as having killed something that Treplev has 
idealized in the same way that Hamlet idealizes his father? As we have 
ahead}' seen. Chekhov does not make Trigorin into a “villain,” that is, 
in this case, into a stupid, wholly unprincipled writer. How does this 
parallel Shakespeare’s treatment of Claudius? What does Shakespeare do to 
make Claudius something more than a melodrama villain? 

5. We have spoken of Treplev as representing, to some extent, “tradi- 
tion.” In which of these two plays does tradition play a stronger part in 
forming the plot? 

6. We have spoken of the possibility of considering the plays ar studies 
in the clash of idealism and worldliness (always keeping in mind that the 
latter term has to be somewhat differently defined for each pla} ). I low does 
Polonius fit into the category of worldly people? May he be taken as a kind 
of parody of worldly prudence, as an example of the “practical” man gone 
completely to seed? How correctly does he perceive things in those situa- 
tions in which he believes himself to be very discerning? Can he go beneath 
the surface? Does he get even the surface right? Note how we go from a 
ludicrous to a tragic extreme as we observe the different members in a 
chain relationship: Polonius checks up on Laertes, who checks up on 
Claudius and Hamlet, who are checking up on each other (compare the 
chain of unsuccessful lovers in The Sea Gull). What has Laertes’ worldli- 
ness done to him? Notice that he is much concerned about the family 
“honor”; but is he much concerned to act honorably? 

7. What is the difference between “the way of the world” as it is under- 
stood by Shakespeare and by Congreve ? Does the difference in attitudes pro- 
vide us with a basic means of distinguishing between comedy and tragedy? 

S. Is there any relationship between the attitude of Nina’s parents to her, 
and that of Polonius and Laertes to Ophelia? What have Nina and Ophelia 
in common? Which of the two characters is the stronger? With regard to 
Polonius’ and Laertes’ management of Ophelia’s affairs, is their “worldly” 
view of Hamlet’s attitude to her as sound as Ophelia’s inexperienced, in- 
stinctive view of that attitude? 

9. W hat is the irony of Treplev’s referring to Trigorin as Hamlet in 
Act II fp. 470) ? Is there still further irony in that Trigorin can on occasion 
exhibit a Hamlet-like introspective quality? 

10. Which play appears to go further in suggesting profound problems 
of good and evil? Does either one tend to deal with its materials on the 
psychological rather than the moral level? 

11. In view of the matters already discussed or suggested, may it be said 
that Chekhov has domesticated, and transposed into realistic middle-class 
terms, the Hamlet situation? That he has removed the violent and heroic, 
and to an extent the philosophical, aspects and thus worked toward some 
other effect than the tragic? What, then, is the value of the comparison 
with llavilet? Can it be said to do two things: show us how Chekhov veers 
from tragedy, and give us additional clues to the meaning of The Sea Gull ? 



MARLOWE, DR. FAUSTUS 


S°3 


• Marlowe, Dr. Faustus 

C hristopher Marlowe’s The Tragical History of 
Doctor Faustus (ca. 1588) is often spoken of as illustrat- 
ing the author’s remarkable skill (he was no more than 
twenty-four years old at the time) in the delineation of heroic character 
and in the use of blank verse, which became the standard verse form for 
Elizabethan tragedy. The student will of course find his attention focused 
primarily upon the development of the complex character of Doctor 
Faustus through the scenes in which his sharp inner conflict is especially 
observable. But the poetry, which has been much praised, should not be 
thought of as a separate matter. In fact, Marlowe’s imagery is a very im- ' 
portant means of presenting Faustus’s psychological states, and the student 1 
should observe it carefully from the beginning. The questions which con- 
stitute a considerable part of the final discussion are intended especially to 
assist the student in tracing the patterns of imagery from scene to scene 
and in discovering their implications. 

Instead of the classical five-act form which had come into general use by 
his time, Marlowe uses a form not unlike that of Everyman. The present 
arrangement of scenes is a conventional one which has been used since the 
nineteenth century. In view of the relative brevity of the scenes and of 
the play as a whole, it has seemed preferable to place all discussion of and 
questions on individual scenes at the end of the play. 

THE TRAGICAL HISTORY OF DOCTOR FAUSTUS 

DRAMATIS PERSONS 

The Pope 

Cardinal of Lorraine 
The Emperor of Germany 
Duke of Vanholt 
Faustus 

Valdes, \ £ r j en( j s to Faustus 
Cornelius, J 

Warner, servant to Faustus 
Clown 
Robin 
Ralph 
Vintner 
Horse-courser 
A Knight 


An Old Man 

Scholars, Friars, and Attendants 

Duchess of Vanholt 

Lucifer 

Belzebub 

Mephistophilis 

Good Angel 

Evil Angel 

The Seven Deadly Sins 
Devils 

Spirits in the shapes of Alexander 
the Great, of his Paramour, and 
of Helen of Troy 
C horus 
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[ _Ci U r Chur’tsS 

Cl r i c Not marching now in fields 
of 1 hrasimene, 1 

Where Mars did mate - the Cartha- 
ginians; 

Nor sporting in the dalliance of love; 

In courts of kings where state is over- 
turned; 

Nor in the pomp of proud audacious 
deeds, ; 

Intends our Muse to vaunt his heavenly 
v erse: 

Only this, gentlemen — we must perform 
The foim of Faustus’ fortunes, good or 
bad : 

To patient judgments we appeal our 
pLiud, 3 9 

\nd spiak for Faustus in his infancy. 
Now is he born, his parents base of 
stock, 

In Germany, within a town called 
Rhodes: 

Of riper years, to Wittenberg 4 he went, 
\\ hereas 5 his kinsmen chiefly brought 
him up. 

So soon he profits in divinity, 0 15 

The fruitful plot of scholarism graced. 
That shortly he was graced with doc- 
tor’s name, 

Excelling all whose sweet delight dis- 
putes 

In heav only matters of theology; 

Till swoln with cunning, of a self-con- 
ceit, 7 20 

His waxen wings did mount above his 
reach. 

And, melting, heavens conspired his 
ov erthrow; 8 

For, falling to a devilish exercise, 

And glutted now with learning’s golden 
gifts, 24 

He surfeits upon cursed necromancy; 9 
Nothing so sweet as magic is to him, 

1 Inli in lake, where Hannibal defeated 

Romans in 217 B.c. 8 Ally himself with 3 For 

applause 4 The university. * Where 0 Ad- 

vances in theology 7 Self-confidently swollen 

with learning “Like Icarus of Greek legend, 

Taustus attempted to fly too high. 9 Black 

magic. 


Which he prefers before his chiefest 
bliss: 

And this the man that in his study sits. 

Scene I. Faustus’s Study 
[ Faustus discover edC\ 

Faustus: Settle thy studies, Faustus, 
and begin 

To sound the depth of that thou wilt 
profess: 1 

Having commenced, be a divine in 
show', 2 

Yet level at the end of every art, 3 
And live and die in Aristotle’s works. 
Sweet Analytics, 4 ’tis thou hast ravished 
me! 6 

Bene disserere est finis logices , 3 
Is, to dispute well, logic's chiefest end? 
Affords this art no greater miracle? 
Then read no more; thou hast attained 
that end. 10 

A greater subject fitteth Faustus’ wit: 
Bid 66 Kat At 66 6 farewell, and Galen 1 
come. 

Seeing, Ubi desinit philosophus, ibi in- 
cipit medic us: 8 

Be a physician, Faustus; heap up gold, 
And be eternized for some wondrous 
cure! 15 

Summum bonum medicinae sanitas: 

The end of physic is our body’s health. 
Why, Faustus, hast thou not attained 
that end? 

Is not thy common talk sound apho- 
risms? 9 

Are not thy bills 10 hung up as monu- 
ments, 20 

Whereby whole cities have escaped the 
plague, 

And thousand desp’rate maladies been 
eased ? 

Yet art thou still but Faustus, and a 
man. 

1 Teach. 2 Public. 3 Aim at all knowledge. 

4 Logic. 5 To dispute well is the end of logic. 

6 Being and not being 7 Greek medical writer 
of second century. “Where the plulospher 
stops, the physician begins. 9 Medical rules. 
10 Prescriptions. 



MARLOWE, DR. F JUSTUS 


Couldst thou make men to live eter- 
nally. 

Or, being dead, raise them to life again. 
Then this profession were to be es- 
teemed. 2 6 

Physic, farewell! Where is Justinian? 11 

[ Reads J 

St una eadcmque res legatur diiobus, alter 
rein, alter valorem rci, etc. 12 
A pretty case of paltry legacies! [ 'Reads.'} 
Exhaereditare filium non potest pater, 
nisi, etc} 3 30 

Such is the subject of the Institute, 

And universal body of the law: 

This study fits a mercenary drudge, 
Who aims at nothing but external trash; 
Too servile and illiberal for me. 3 5 

When all is done, divinity is best: 
Jerome’s Bible, 14 Faustus; view it well. 

[Reads}] 

Stipendium peccati mors est. 13 Ha! Sti- 
pendium, etc. 

The reward of sin is death: that’s hard. 

[Reads.] 

Si peccasse negamus, fallimur, et nulla 
est in nobis veritas: 10 40 

If we say that we have no sin, we de- 
ceive ourselves, and there’s no 

truth in us. 

Why, then, belike. 

We must sin, and so consequently die. 
Aye, we must die an everlasting death. 
What doctrine call you this, Che sera , 
sera: 45 

What will be, shall be? Divinity, adieu! 
These metaphysics of magicians, 

And necromantic books are heavenly; 
Lines, circles, scenes, letters, and char- 
acters; 

Aye, these are those that Faustus most 
desires. 50 

O, what a world of profit and delight. 

Of power, of honor, of omnipotence, 

Is promised to the studious artizan! 

u Roman emperor who codified law. 13 If 
one and the same thing is willed to two 
people, one receives the thing, the other the 
value of the thing, etc. 13 A father cannot 
disinherit a son unless, etc. “Latin transla- 
tion, called the Vulgate. “Romans 6:23, 
“I John 1:8. 


All things that move between the quiet 
poles 

Shall be at my command: emperors and 
kings 55 

Are but obeyed in their several prov- 
inces. 

Nor can they raise the wind, or rend 
the clouds; 

But his dominion that exceeds 17 in 
this, 

Stretcheth as far as doth the mind of 
man; 

A sound magician is a mighty god: 60 
Here, Faustus, try thy brains to gain a 
deity! 

Wagner! 

[Enter Wagner.] 

Commend me to my dearest friends. 
The German Valdes and Cornelius; 
Request them earnestly to visit me. 65 
Wagner: I will, sir. | [Exit!] 

Faustus: Their conference will be a 
greater help to me 

Than all my labors, plod I ne’er so fast. 
[ Enter Good Angel and Evil Angel .] 
Good Angel: 0 , Faustus, lay that 
damned book aside. 

And gaze not on it, lest it tempt thy 
soul, 70 

And heap God's heavy wrath upon thy 
head! 

Read, read the Scriptures: — that is 
blasphemy. 

Evil Angel: Go forward, Faustus, in 
that famous art 

Wherein all Nature’s treasure is con- 
tained: 

Be thou on earth as Jove is in the sky. 
Lord and commander of these elements. 

[Exeunt Angels. J, 
Faustus: How am I glutted with con- 
ceit 18 of this! 77 

Shall I make spirits fetch me what I 
please, 

Resolve me of all ambiguities, 15 
Perform what desperate enterprise 1 
will? 80 

I’ll have them fly to India for gold, 
Ransack the ocean for orient pearl, 

17 Excels. 18 Thought. 19 Settle all prob- 
lems. 
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And set reh ill corners of the new found 
world 

For pleasant fruits and princely deli- 
cates, 

I’ll have them read me strange phi- 
losophy, 85 

And tell the secrets of all foreign kings, 
I’ll have them wall all Germany with 
brass, 

And make swift Rhine circle fair 
W ittenberg. 

I’ll have them fill the public schools 
with silk, 

Wherewith the students shall be bravely 
clad, go 

I’ll levy soldiers with the coin they 
bring, 

And chase the Prince of Parma 20 from 
our land, 

And reign sole king of all our provinces. 
Yea, stranger engines for the brunr of 
war, 

Than was the fiery keel at Antwerp’s 
bridge, 21 9S 

I’ll make my servile spirits to invent 
Come, German Valdes, and Cornelius, 
And make me blest with your sage 
conference 1 

[Enter Valdes and Cornelius ] 
Valdes, sweet Valdes, and Cornelius, 
Know that your words have won me at 
the last too 

To practice magic and concealed arts 
Yet not your words only, but mine own 
fantasy, 

That will receive no object, 2 " for my 
he id 

But ruminates on necromantic skill 
Philosophy is odious and obscure, 105 
Both law and physic are for petty wits, 
Divinity is basest of the three, 
Lnpleasant, harsh, contemptible, and 
vile 

’Tis magic, magic, that hath ravished 
me 

Then, gentle friends, aid me in this 
attempt, no 

""The Prince ruled the Netherlands for 
Spain ”■ A fire ship used by the Dutch 
atnnst a Parma-held bridge 22 Admit no 
objection 


And I, thit have with concise syllogisms 
Gri\ tiled 3 the pastors of the German 
church, 

And made the flowering pride of 
Wittenberg 

Swarm to my problems," 4 as the infernal 
spirits 

On sweet Musaeus 2j when he came to 
hell, ii$ 

Will be as cunning as Agrippi 26 was, 
Whose shadows made all Europe honor 
him 

Valdes Faustus, these books, thy wit, 
and our experience, 

Shall make all nations to canonize us 
As Indian Moors 2 obey their Spanish 
lords, 12c 

So shall the subjects of every element 
Be always serviceable to us three. 

Like lions shall they guard us when we 
please. 

Like Aimain rutters 28 with their horse- 
men’s stives, 

Or Lapland giants, trotting by our 
sides, 125 

Sometimes like women, or unwedded 
maids, 

Shadowing more beauty in their airy 
brows 

Than have the white breasts of the 
queen of love 

From Venice shall they drag huge 
argosies. 

And from America the golden fleece 
That yearly stuffs old Philip’s treasury, 
If learned Faustus will be resolute 132 
Faustus Valdes, as resolute am I in 
this 

As thou to live therefore object 29 it not 
Cornelius The miracles that magic 
will perform I3S 

Will make thee vow to study nothing 
else 

He that is grounded m astrology, 
Enriched with tongues, well seen 30 in 
minerils, 

23 Put down, confounded 1,4 Discussions 
25 Poet, see Aeneid \ I 667 r Cornelius 
Agnppa, 1486-1535, German philosopher 
and physician ” 7 American Indians 21 Ger- 
man horsemen Brim, un 30 Learned 
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Hath all the principles magic doth re- 
quire: 

Then doubt not, Faustus, but to be re- 
nowned, 140 

1 And more frequented for this mystery 
Than heretofore the Delphian oracle. 
The spirits tell me they can dry the 
sea, 

And fetch the treasure of all foreign 
wrecks. 

Aye, all the wealth that our forefathers 
hid 145 

Within the massy entrails of the earth: 

‘ Then tell me, Faustus, what shall we 
three want? 

Faustus : Nothing, Cornelius. 0 , this 
cheers my soul! 

Come, show me some demonstrations 
magical, 

That I may conjure in some lusty 31 
grove, 150 

And have these joys in full posses- 
sion. 

Valdes: Then haste thee to some soli- 
tary grove, 

And bear wise Bacon’s 32 and Albanus’ 83 
works, 

The Hebrew Psalter, and New Testa- 
ment; 

And whatsoever else is requisite 155 

We will inform thee ere our conference 
cease. 

Cornelius: Valdes, first let him know 
the words of art; 

f And then, all other ceremonies learned, 
Faustus may try his cunning by him- 
self. 

Valdes: First I’ll instruct thee in the 
rudiments, ioo 

And then wilt thou be perfecter than 

I. 

Faust u r: The" come and dine with 
me and, after meat, 

< We’ll ca ivass every quiddity 34 thereof; 
For, ere j sleep. I’ll try what I can do: 
This night I’ll conjure, though I die 
therefore. [Exeunt^] 

31 Pleasant. 32 Roger Bacon (i2i4?-i294), 
philosopher and alchemist. ^Reference un- 
certain. 34 Fine point. 


Scene II. Before Faustus’s House 
[Enter Tzoo Scholars .] 

First Scholar: I wonder what’s be- 
come of Faustus, that was wont to make 
our schools ring with sic probo . 1 

Second Scholar: That shall we know; 
for see, here comes his boy. 5 

[Enter Wagner .] 

First Scholar: How now, sirrah! 
where’s thy master? 

W agner: God in heaven knows. 

Second Scholar: Why, dost not thou 
know ? 10 

Wagner: Yes, I know; but that follows 
not. 

First Scholar: Go to, sirrah! leave 
your jesting, and tell us where he is. 14 

Wagner: That follows not necessary 
by force of argument, that you,' being 
licentiate, 2 should stand upon ’t: there- 
fore acknowledge your error, and be 
attentive. 

Second Scholar: Why, didst thou not 
say thou knewest? 21 

Wagner: Have you any witness on ’t? 

First Scholar: Yes, sirrah, I heard you, 

Wagner: Ask my fellow if I be a 
thief. 25 

Second Scholar: Well, you will not 
tell us? 

Wagner: Yes, sir, I will tell you: yet, 
if you were not dunces, you would 
never ask me such a question; for is not 
he corpus naturale ? 3 and is not that 
mobile? 4 then wherefore should you 
ask me such a question? But that I am 
oy nature phlegmatic, slow to wrath, 
and prone to lechery (to love, I would 
say), it were not for you to come within 
forty foot of the place of execution, 
although I do not doubt to see you both 
hanged the next sessions. Thus having 
triumphed over you, I will set my coun- 
tenance like a precisian, 5 and begin to 
speak thus: — Truly, my dear brethren, 
my master is within at dinner, with 

1 Thus I prove. 2 Having a degree. 3 Phys- 
ical body. 4 Movable. 6 Puritan. 
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Valdes and Cornelius, as this wine, if it 
could speak, it would inform your wor- 
ships: and so, the Lord bless you, pre- 
serve you, and keep you, my dear 
brethren, my dear brethren! [Ex t/.J 

First Scholar: Nay, then, I fear he is 
fallen into that damned art for which 
they two are infamous through the 
world. 52 

Second Scholar: Were he a stranger, 
and not allied to me, yet should I grieve 
for him. But, come, let us go and inform 
the Rector, 6 and see if he by his grave 
counsel can reclaim him. 

rirsl Scholar: O, but I fear me nothing 
can reclaim him! 59 

Second Scholar: Yet let us try what 
we can do. [Exeuntfj 

Scene III. A Grove 

[Enter Faustus to conjure .] 

Faustus: Now that the gloomy 
shadow of the earth, 

Longing to view Orion’s drizzling 
look, 

Leaps from th’ Antarctic world unto the 
sky. 

And dims the welkin with her pitchy 
breath, 

faustus, begin thine incantations, 5 
And try if devils will obey thy hest, 
Seeing thou has prayed and sacrificed 
to them. 

Within this circle is Jehovah’s name, 
Forward and backward anagramma- 
tized, 1 

The breviated names of holy saints, 10 
Figures of every adjunct 2 to the 
heavens, 

And characters of signs and erring 5 
stars. 

By which the spirits are enforced to 
rise: 

Then fear not, Faustus, but be resolute, 
And try the uttermost magic can per- 
form. — 15 

0 IT< ad of the university. 

1 Made into an anagram (by scrambling 
the ]etteis). 2 Star. ’Moving. 


Sint mihi dei Acherontis propitii! 
I'aleat tinmen triplex Jehmac! Ignei, 
aerii, aquatani spiritus, salvete! Orientis 
princeps Behcbnh , injerm ardeniit mo- 
narcha, et Demogorgon, propitiamus vos, 
tit appareat et surgat Mephistophilis. 
Quid tu moraris ? Per J eh ooam, Gc- 
hennam, et consecratam aquam quam 
nunc spargo, signumque critcis quod nunc 
facia, et per vota nostra, ipse nunc surgat 
nobis dicatus Mephistophilis! 4 26 

[Enter MephistophilisTj 
I charge thee to return, and change thy 
shape; 

Thou art too ugly to attend on me: 
Go, and return an old Franciscan friar; 
That holy shape becomes a devil best. 

[Exit Mephistophilis.j 
I see there’s virtue in my heavenly 
words: 31 

Who would not be proficient in this art? 
How pliant is this Mephistophilis, 

Full of obedience and humility! 34 
Such is the force of magic and my spells: 
No, Faustus, thou art conjuror laureat, 
That canst command great Mephis- 
tophilis: 

Quin regis Mephistophilis fratris 
imagine . 5 

IR e-enter Mephistophilis like a Fran- 
ciscan friar. J 

Mephistophilis: Now, Faustus, what 
wouldst thou have me do? 

Faustus: I charge thee wait upon me 
whilst I live, 40 

To do whatever Faustus shall command, 
Be it to make the moon drop from her 
sphere, 

Or th’ ocean to overwhelm the world. 

• 

4 May the Gods of Acheron be propitious 
to me. May the triple divinity of Jehovah 
work. Hail, spirits of fire, air, water. Belze- 
bub, prince of the East, monarch of the burn- 
ing lower world, and Demogorgon, we pro- 
pitiate you, that Mephistophilis may appear 
and rise. Why do you delay? By Jehovah, 
Gehenna, and the holy water which I now 
sprinkle, and the sign of the cross which I 
now make, and by our prayers, may Mephis- 
tophilis himself, having been called, now 
rise to us. 5 Indeed you rule in the image of 
your brother Mephistophilis. 
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Mcphistophilis: I am a servant to 
great Lucifer, 

And may not follow thee without his 
leave: 4S 

1 No more than he commands must we 
perform. 

Faustus: Did not he charge thee to 
appear to me? 

Mcphistophilis : No, I came hither of 
mine own accord. 

Faustus: Did not my conjuring 
speeches raise thee? speak. 

Mcphistophilis: That was the cause, 
but yet per accident; 8 50 

For, when we hear one rack 7 the name 
of God, 

Abjure the Scriptures and his Savior 
Christ, 

We fly, in hope to get his glorious soul; 
Nor will we come, unless he use such 
means 54 

Whereby he is in danger to be damned. 
Therefore the shortest cut for conjuring 
Is stoutly to abjure the Trinity, 

And pray devoutly to the prince of 
hell. 

Faustus: So Faustus hath 59 

Already done; and holds this principle. 
There is no chief but only Belzebub; 

To whom Faustus doth dedicate himself. 
This word “damnation” terrifies him 
not, 

For he confounds hell in Elysium : 8 64 

His ghost be with the old philosophers! 
But, leaving these vain trifles of men’s 
souls. 

Tell me what is that Lucifer thy lord? 

Mcphistophilis: Arch-regent and com- 
mander of all spirits. 

Faustus; Was not that Lucifer an 
angel once? 

Mcphistophilis: Yes, Faustus, and 
most dearly loved of God. 70 

Faustus: How comes it, then, that he 
is prince of devils ? 

Mcphistophilis: O, by aspiring pride 
and insolence; 

6 Incidentally. 7 Twist or torture; possibly, 
make an anagram of. “ He cannot distinguish 
hell and Elysium — the abode, in Greek 
mythology, of blesseJ souls. 


509 

For which God threw him from the face 
of heaven. 

Faustus: And what are you that live 
with Lucifer? 

Mcphistophilis: Unhappy spirits that 
fell with Lucifer, 75 

Conspired against our God v ith Lucifer, 
And are for ever damned with Lucifer. 

Faustus: Where are you damned? 

Mcphistophilis: In hell. 

Faustus : How comes it, then, that 
thou art out of hell? 80 

Mcphistophilis: Why, this is hell, nor 
am I out of it: 

Think’st thou that I, who saw the face 
of God, 

And tasted the eternal joys of heaven. 
Am not tormented with ten thousand 
hells, 84 

In being deprived of everlasting bliss? 
O, Faustus, leave these frivolous de- 
mands, 

Which strike a terror to my fainting 
soul! 

Faustus: What, is great Mephi- 
stophilis so passionate 9 
For being deprived of the joys of 
heaven ? 89 

Learn thou of Faustus manly fortitude. 
And scorn those joys thou never shalt 
possess. 

Go bear these tidings to great Lucifer: 
Seeing Faustus hath incurred eternal 
death 

By desp’rate thoughts against Jove’s 
deity, _ 94 

Say, he surrenders up to him his soul, 
So he will spare him four and twenty 
years, 

Letting him live in all voluptuousness; 
Having thee ever to attend on me. 

To give me whatsoever I shall ask. 

To tell me whatsoever I demand, too 
To slay mine enemies, and aid my 
friends, 

And always be obedient to my will. 

Go and return to mighty Lucifer, 

And meet me in my study at midnight. 
And then resolve 10 me of thy master’s 
mind. 105 

8 Disturbed. 10 Inform. 
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V pin / pi ihs I will, r-iustus 

lExit 1 

lai stir Had I as many souls as 
theie be stars, 

I’d giv e them all for Mcphistophilis. 

Bv him I’ll be great emp’ror of the 
world, 

And make a bridge thorough the mo\ ing 
air, 110 

To piss the ocean with a band of men, 
I’ll join the hills that bind the Afnc 
shore. 

And m ike that country continent 11 to 
Sp un, 

And both contributory to my crown 
The EmpTor shall not live but by my 
leave, lI S 

Nor anv potentate of Germany 
Now that I have obtained what I 
desired, 

I 11 li\ e in speculation of this art, 

Till Mephistophilis return again. 


Scene IV A Street 

\_Enter Wagner and Clown 3 

Wag ler Sirrah boy, come hither 
Clo on How, boy 1 swowns, boy’ I 
hope you hate seen many boys with 
such pickadet aunts 1 as 1 have Boy, 
quotha’ 5 

JI ag ur Tell me, sirrah, hast thou 
any comings in ? 2 

Clown Aye, and goings out too You 
mat sec else 9 

11 a jicr Alas, poor slate’ see how 
poterty jesteth in his nakedness’ the 
till un is bare and out of service, and so 
hungry, that I know he would give his 
soul to the det ll for a shoulder of mut- 
ton, though it were blood-raw 15 

Clo on How ’ my soul to the detil for 
1 shoulder of mutton, though ’twere 
hlood-r iw ’ not so, good friend by’r lady, 
I h id need hat e it well roasted, and good 
sauce to it, if I pay so dear 20 

H a a ir Well, wilt thou serve me, and 

n Toiicliinc 

1 Po med beards 2 Income 
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I’ll make thee go like Qui nnht du- 

ClplllllS ? 3 

Clo on How , m v Lrsc ? 

Jlagiur No, surih, 111 bciten silk 
and stat cs acre 4 26 

Cloon How, how,Knate’s-acre’ 6 aye, 

I thought that was all the land his 
father left him Do ye hear I would 
be sorry to rob tou of your In ing 30 
11 agntr Sirnh, I sat in states-acre 
Cleon Oho, oho, states-icre’ tvhy, 
then, belike, if I were your man, I 
should be full of t ermin 34 

Wagiur So thou sh lit, whether thou 
beest with me or no But, sirrah, leave 
your testing, and bind yourself presently 
unto me for seten years, or I 11 turn all 
the lice about thee into f imiliars, 6 and 
they shall te ir thee in pieces 40 

Clo-on Do you hear, sir 5 you may 
save that labor, they are too familiar 
with me already swowns, they are as 
bold with my flesh as if they had paid 
for my meat and drink 45 

Wagner Well, do you hear, sirrah? 
hold, take these guilders 

[C!i ts money 3 

Clown Gridirons, what be they? 
Wagne* Why, French crowns 49 

Clown Mass, but for chc name of 
French crowns, a man were as good 
have as many English counters And 
what should I do with these? 

Wagner Why, now, sirrah, thou art 
at an hour’s w irning, whensoever and 
wheresoever the devil shall fetch thee 
Clown No, no, here, take vour grid- 
irons again 5 ® 

Wagner Truly, I’ll none of them. 
Clown Truly, but you shall 
Wagner Bear witness I gave them 
him 

Clown Bear witness I gave them you 
again 

Wagner Well, I will cause two devils 
presently to fetch thee iway Brliol 
and Belcher’ O 

3 Who is my pupil (a song) 4 Larkspur, 
used to destroy lice "A narrow London 
street 6 Familiar spirits 7 Counterfeit or de- 
based coins 
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Clown: Let your Baliol and your 
ifelcher come here, and I’ll knock them, 
they were never so knocked since they 
were devils: say I should kill one of 
jj Ji them, what would folks say? “Do ye 
see yonder tall fellow in the round 
! slop? 8 he has killed the devil.” So I 
should be called Kill-devil all the parish 
< over. 76 

[Enter two Devils; and the Clown 
runs up and down crying.] 

Wagner: Baliol and Belcher — spirits, 
away! [Exeunt Devils . ] 

Clown: What, are they gone? a ven- 
geance on them! they have vile long 
nails. There was a he-devil and a she- 
devil: I'll tell you how you shall know 
them; all he-detils has horns, and all 
she-devils has clefts and cloven feet. 
Wagner: Well, sirrah, follow me. 85 
Clown: But, do you hear? if I should 
serve you, would you teach me to raise 
up Banios and Belcheos? 

Wagner: I w ill teach thee to turn thy- 
self to any thing, to a dog, or a cat, or a 
mouse, or a rat, or anything. 9r 

Clown: How! a Christian fellow to a 
dog, or a cat, a mouse, or a rat! no, no, 
sir; if you turn me into anything, let 
it be into the likeness of a little pretty 
frisking flea, that I may be here and 
there and e\ erywhere. 0 , I’ll tickle the 
I pretty wenches’ plackets; I’ll be amongst 
f them, i’ faith. 

Wagner: Well, sirrah, come. 100 

Clown: But, do you hear, Wagner? 

Wagner: How! — Baliol and Belcher! 

Clown: O Lord, I pray, sir, let Banio 
and Belcher go sleep. 104 

Wagner: Villain, call me Master 
Wagner, and let thy left eye be dia- 
metarily 0 fixed upon my right heel, with 
quasi vestigias nostras iusistere. 10 

[Exit.] 

Clown: God forgive me, he speaks 
Dutch fustian. 11 Well, I’ll follow him; 
I’ll serve him, that’s flat. [Exiti] 

8 Loose breeches. 0 Diametrically. u As 
though to stand in our footsteps. u Jargon. 




Scene V. Faustus's Study 
[Fau stus discovered.] 

Faustus: Now, Faustus, must 
Thou needs be damned, and canst thou 
not be saved; 

What boots it, then, to think of God or 
heaven? 

Away with such vain fancies, and despair; 
Despair in God, and trust in Belzebub: 
Now go not backward; no, Faustus, be 
resolute: 6 

Why waver’st thou? O, something 
soundeth in mine ears, 

“Abjure this magic, turn to God again!” 
Aye, and Faustus will turn to God again. 
To God? he loves thee not; 10 

The god thou serv’st is thine own appe- 
tite, 

Wherein is fixed the love of Belzebub: 
To him I’ll build an altar and a church, 
And offer lukewarm blood of new-born 
babes. 

[Enter Good Angel and Evil Angel.] 

Good Angel: Sweet Faustus, leave 
that execrable art. 15 

Faustus: Contrition, prayer, repent- 
ance — what of them? 

Good Angel: O, they are means to 
bring thee unto heaven ! 

Evil Angel: Rather illusions, fruits of 
lunacy, 

That makes men foolish that do trust 
them most. 

Good Angel: Sweet Faustus, think of 
heaven and heavenly things. 20 

Evil Angel: No, Faustus; think of 
honor and of wealth. 

[Exeunt Angels.] 

Faustus: Of wealth! 

Why, the signiory of Emden 1 shall be 
mine. 

When Mephistophilis shall stand by me, 
What god can hurt thee, Faustus? thou 
art safe: 25 

Cast no more doubts. — Come Mephi- 
stophilis, 

And bring glad tidings from great 
Lucifer; — 

1 Control of an important German city. 
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Is ’t not midnight? — come, Mephi- 
stophihs, 

J’t i i, tv-.i, Mepkisinphile! " 

[ 'Enter Mephistophilis .] 

Now tell me what says Lucifer, thy 
lord ? 30 

Me ph istnph ill's: That I shall wait on 
Faustus while he lhes, 

So he will buy my service with his soul. 

Faust us: Already Faustus hath 

ha 7 arded that for thee. 

Mephistophilis: But, Faustus, thou 
must bequeath it solemnly. 

And write a deed of gift with thine own 
blood; 35 

For that security craves great Lucifer. 
If thou deny it, I will back to hell. 

Faustus: Stay, Mephistophilis, and 
tell me, what good 

Will my soul do thy lord ? 39 

Mephistophilis: Enlarge his kingdom. 

Faust os: Is that the reason why he 
tempts us thus? 

Mephistophilis: Solamen miseris socios 
habuisse doloris? 

Faustus: Why, have you any pain 
that 4 torture others? 

Mephistophilis: As great as have the 
human souls of men. 

But tell me, Faustus, shall I have thy 
soul ? 45 

And I will be thy slave, and wait on 
thee, 

And give thee more than thou hast wit 
to ask. 

Faustus: Aye, Mephistophilis, I give 
it thee. 

Mephistophilis: Then, Faustus, stab 
thine arm courageously, 

And bind thy soul, that at some certain 
day 50 

Great Lucifer may claim it as his own; 
And then be thou as great as Lucifer. 

Faustus: [ Stabbing his arm.] Lo, 
Mephistophilis, for love of thee, 

I cut mine arm,- and with my proper 
blood 

Assure my soul to be great Lucifer’s, 

- Come, come, Mephistophilis. 3 The solace 
for the wretched is to have company in 
grief. 1 You is the antecedent of that. 


Chief lord and regent of perpetual 
night! 56 

View here the blood that trickles from 
mine arm. 

And let it be propitious for my wish. 
Mephistophilis: But, Faustus, thou 
must 

Write it in manner of a deed of gift. 
Faustus: Aye, so I will. [Writes] 
But, Mephistophilis, 61 

My blood congeals, and I can write no 
more. 

Mephistophilis: I’ll fetch thee fire to 
dissolve it straight. [Exit] 

Faustus: What might the staying of 
my blood portend? 

Is it unwilling I should write this bill? 
Why streams it not, that I may write 
afresh ? 66 

Faustus gives to thee his soul: ah, there 
it stayed ! 

Why shouldst thou not? is not thy 
soul thine own ? 

Then write again, Faustus gives to thee 
his soul. 

C Re-enter Mephistophilis zvith a cha- 
fer 6 of coals.] 

Mephistophilis: Here’s fire; come, 
Faustus, set it on. 70 

Faustus: So, now the blood begins to 
clear again; 

Now will I make an end immediately. 

[Writes.] 

Mephistophilis: O, what will not I do 
to obtain his soul? [Aside.] 

Faustus: Consummalum est ; 0 this bill 
is ended, 

And Faustus hath bequeathed his soul 
to Lucifer. 73 

But what is this inscription on mine 
arm? 

Homo, fuge: 7 whither should I fly? 

If unto God, he’ll throw me down to 
hell. 

My senses are deceived; here’s nothing 
writ: — 79 

I see it plain; here in this place is writ. 
Homo, fug e: yet shall not Faustus fly. 
Mephistophilis: I’ll fetch him some- 
heater. 5 It is finished; cf. John 19:30. 
7 Man, fly. 
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what to delight his mind. [Aside, 
and then exit .] 

[. Re-enter Mephistophilis with 

Devils, who give crowns and rich ap- 
parel to Faustus, dance, and then de- 
part . ,J 

Faustus: Speak, Mephistophilis, what 
means this show? 

Mephistophilis: Nothing, Faustus, 
but to delight thy mind withal. 
And to show thee what magic can per- 
form. Ss 

Faustus: But may I raise up spirits 
when I please? 

Mephistophilis: Aye, Faustus, and 
do greater things than these. 

Faustus: Then there’s enough for a 
thousand souls. 

Here, Mephistophilis, receive this scroll, 
A deed of gift of body and of soul: 90 
But yet conditionally that thou perform 
All articles prescribed between us 
both. 

Mephistophilis: Faustus, I swear by 
hell and Lucifer 

To efFect all promises between us made! 

Faustus: Then hear me read them. 
[Reads i] On these conditions following. 
First, that Faustus may he a spirit in 
form and substance. Secondly, that 
Mephistophilis shall be his servant, and 
at his command. Thirdly, that Mephi- 
stophilis shall do for him , and bring him 
whatsoever [he desires']. Fourthly, that 
he shall be in his chamber or house in- 
visible. Lastly, that he shall appear to the 
said John Faustus, at all times, in what 
form or shape soever he please. I, John 
Faustus, of Wittenberg, Doctor, by these 
presents, do give both body and soul to 
Lucifer prince of the east, and his 
minister Mephistophilis; and further- 
more grant unto them that, twenty-four 
years being expired, the articles above- 
written inviolate, full power to fetch or 
carry the said John Faustus, body and 
soul , fleih, blood, or goods, into their 
habitation wheresoever. 1 16 

By me, John Faustus. 

Mephistophilis: Speak, Faustus, do 
you deliver this as your deed? 
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Faustus: Aye, take it, and the devil 
give thee good on ’t. 

Mephistophilis: Now, Faustus, ask 
what thou wilt. 120 

Faustus: First will I question with 
thee about hell. 

Tell me, where is the place that men call 
hell? 

Mephistophilis: Under the heavens. 

Faustus: Aye, but whereabout? 

Mephistophilis: Within the bowels of 
these elements, 125 

Where we are tortured and remain for 
ever: 

Hell hath no limits, nor is circum- 
scribed 

In one self place; for where we are is 
hell, 

And where hell is, there must we ever be: 

And, to conclude, when all the world 
dissolves, 130 

And every creature shall be purified, 

All places shall be hell that are not 
heaven. 

Faustus: Come, I think hell’s a fable. 

Mephistophilis: Aye, think so still, 
till experience change thy mind. 

Faustus: Why, think’ st thou, then, 
that Faustus shall be damned? 135 

Mephistophilis: Aye, of necessity, for 
here’s the scroll 

Wherein thou hast given thy soul to 
Lucifer. 

Faustus: Aye, and body too: but what 
of that? 

Think’st thou that Faustus is so fond 
to 8 imagine 

That, after this life, there is any pain? 

Tush, these are trifles and mere old 
wives’ tales. 141 

Mephistophilis: But, Faustus, I am an 
instance to prove the contrary; 

For I am damned, and am now in hell. 

Faustus: How! now in hell! 

Nay, an 8 this be hell, I’ll willingly be 
damned here: 145 

What! walking, disputing, etc. 

But, leaving off this, let me have a wife, 

The fairest maid in Germany; 

8 Foolish as to. 8 If. 
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For I am wanton and lascivious. 

And cannot live without a wife. 150 
Mcphistnphili <v How! a wife! 

I prithee, Faustus, talk not of a wife. 

Faust us: Nay, sweet Mephistophilis, 
fetch me one; for I will have one. 

Mephistophilis: Well, thou wilt have 
one. Sit there till I come: ijS 

I’ll fetch thee a wife in the devil’s 
name. Q£.vi/.] 

[Re-enter Mephistophilis with a 
Devil dressed like a Woman, with 
fireworks .] 

Mephistophilis: Tell me, Faustus, how 
dost thou like thy wife? 

Faustus: A plague on her for a hot 
whore! 

'• Mephistophilis . Tut, Faustus, 160 

Marriage is but a ceremonial toy; 

If thou lovest me, think no more of it. 
I’ll cull thee out the fairest courtesans, 
And bring them every morning to thy 
bed; 

She whom thine eye shall like, thy 
heart shall have, 165 

Be she as chaste as was Penelope, 

As wise as Saba, 13 or as beautiful 
As was bright Lucifer before his fall. 
Hold, take this book, peruse it thor- 
oughly: [Gives book . ] 

The iterating of these lines brings gold; 
The framing of this circle on the ground 
Brings whirlwinds, tempests, thunder, 
and lightning; 172 

Pronounce this thrice devoutly to thy- 
self, 

And men in armor shall appear to thee, 
Ready to execute what thou desir’st. 

Faustus: Thanks, Mephistophilis; yet 
fain would I have a book wherein I 
might behold all spells and incantations, 
that I might raise up spirits when I 
please. 180 

Mephistophilis: Here they are in this 
book. [Turns to them?] 

Faustus: Now would I have a book 
where I might see all characters and 
planets of the heavens, that I might 
know their motions and dispositions. 

10 The Queen of Sheba. 


Mephistophilis: Here they are too. 

[Turns to them? 
Faustus: Nay, let me have one book 
more — and then I have done — wherein I 
might see all plants, herbs, and trees, 
that grow upon the earth. 190 

Mephistophilis: Here they be. 
Faustus: O, thou art deceived. 
Mephistophilis: T ut, I warrant thee. 

[Turns to them .] 


Scene VI. In the House of Faustus 

Faustus: When I behold the heavens, 
then I repent, 

And curse thee, wicked Mephistophilis, 
Because thou hast deprived me of those 

j°ys- 

Mephistophilis: Why. Faustus, 
Thinkest thou heaven is such a glorious 
thing? 5 

I tell thee, ’tis not half so fair as thou, 
Or any man that breathes on earth. 

Faustus: How prov’sr thou that? 

Mephistophilis: ’Twas made for man, 
therefore is man more excellent. 

Faustus: If it were made for man, 
’twas made for me: 10 

I will renounce this magic and repent. 

[Enter Good Angel and Evil Angel -3 

Good Angel: Faustus, repent; yet God 
will pity thee. 

Evil Angel: Thou art a spirit; God 
cannot pity thee. 

Faustus: Who buzzeth in mine ears I 
am a spirit? 

Be I a devil, yet God may pity me; 15 
Aye, God will pity me, if I repent. 

Evil Angel: Aye, but Faustus never 
shall repent. [Exeunt Angels 

Faustus: My heart’s so hardened, I 
cannot repent: 

Scarce can I name salvation, faith, or 
heaven, 

But fearful echoes thunder in mine ears, 
“Faustus, thou art damned!” Then 
swords, and knives, 21 

Poison, guns, halters, and envenomed 
steel 

Are laid before me to dispatch myself; 
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And long ere this I should have slain 
myself, 

Had not sweet pleasure conquered deep 
despair. 24 

Have not I made blind Homer sing to me 
Of Alexander’s love and Oenon’s death ? 1 
And hath not he, 2 that built the walls 
of Thebes 

With ravishing sound of his melodious 
harp, 

Made music with my Mephistophilis? 
Why should I die, then, or basely 
despair? 30 

I am resolved; Faustus shall ne’er re- 
pent. — 

Come, Mephistophilis, let us dispute 
again. 

And argue of divine astrology. 

Tell me, are there many heavens above 
the moon ? 34 

Are all celestial bodies but one globe, 

As is the substance of this centric 3 
earth ? 

Mephistophilis: As are the elements, 
such are the spheres, 

Mutually folded in each other’s orb. 
And, Faustus, 

All jointly move upon one axletree, 40 
Whose terminine 4 is termed the world’s 
wide pole; 

Nor are the names of Saturn, Mars, or 
Jupiter 

Feigned, but are erring stars. 

Faustus: But, tell me, have they all 
one motion, both situ e t tempore? 3 

Mephistophilis: All jointly move from 
east to west in twenty-four hours upon 
the poles of the world; but differ in their 
motion upon the poles of the zodiac. 

Faustus: Tush, 49 

These slender trifles Wagner can decide: 
Hath Mephistophilis no greater skill? 
Who knows not the double motion of the 
planets? 

The first is finished in a natural day; 
The second thus: as Saturn in thirty 
years; Jupiter in twelve; Mars in four; 
the Sun, Venus, and Mercury in a year; 

1 Paris’s love for Helen; Oenone, Paris’s 
wife, killed herself . 2 Amphion, 3 In the center 
'of the cosmos). 1 End. s In place and time. 
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the Moon in twenty-eight days. Tush, 
these are freshmen’s suppositions. But, 
tell me, hath every sphere a dominion 
or intelligentia? 11 60 

Mephistophilis: Aye. 

Faustus: How many heavens or 
spheres are there? 

Mephistophilis: Nine; the seven 
planets, the firmament, and the empyr- 
eal heaven. 66 

Faustus: Well, resolve me in this ques- 
tion: why have we not conjunctions, 
oppositions, aspects, eclipses, 7 all at one 
time, but in some years we have more, 
in some less? 71 

Mephistophilis: Per inaequalem mo- 
tum respectu totiusF 

Faustus: Well, I am answered. Tell 
me who made the world? 75 

Mephistophilis: I will not. 

Faustus: SweetMephistophilis, tell me. 
Mephistophilis. Move me not, for I 
will not tell thee. 

Faustus: Villain, have I not bound 
thee to tell me any thing? 81 

Mephistophilis: Aye, that is not 
against our kingdom; but this is. Think 
thou on hell, Faustus, foe thou art 
damned. 85 

Faustus: Think, Faustus, upon God 
that made the world. 
Mephistophilis: Remember this. 9 

[Exiti} 

Faustus: Aye, go, accursed spirit, 
to ugly hell! 

’Tis thou hast damned distressed 
Faustus’ soul. 

Is ’t not too late? 90 

[Enter Good Angel and Foil Avgel.J 
Foil Angel: Too late. 

Good Angel: Never too late, if Faustus 
can repent. 

Evil Angel: If thou repent, devils 
shall tear thee in pieces. 

Good Angel: Repent, and they shall 
never raze thy skin. 

[Exeunt An gels. 

8 An intelligence or ruling spirit. 7 Astro- 
nomical terms. 8 By motion unequal in re- 
spect to that of the whole. 8 Evidently the 
bond. 
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Tau tu \\ c, Christ, my b n lor, 95 
Seek to save distressed 1 austus soul 1 
[7 liter Liicifu , StL bub, and \hpln- 
ut phih 3 

Liu fir Christ cannot sate thy 
soul, for he is just 

There’s none but I hate interest in the 
same 

la i 1 tr O, who art thou that look’st 
so terrible? 

Licirti I am Lucifer, 100 

And this is my comp >nion-prince in 
hell 

ran its O, Faustus, they are come 
to fetch away thy soul 1 
L ici it We come to tell thee thou 
dost injure us 

Thou t ilk’st of Christ, contrary to thy 
promise 

lhou shouldst not think of God. think 
of the dee ll, 105 

And of his dam too 
lateiits Nor will I henceforth - par- 
don me in this, 

And 1 lustus vows never to look to 
he lv en, 

Neeer to name God, or to pray to 
him, 

To burn his Scriptures, slay his minis- 
ters, no 

And make my spirits pull his churches 
down 

LiciUr Do so, and eee will highly 
gi itifv thee 

h lustus eee are come from hell to shoev 
thee some pastime sit doeen, and thou 
sink see all the Seven Deadly Sins 
ippe ir in their proper sh ipes 116 

Faustus That sight will be as pleas- 
ing unto me. 

As Paradise eeas to Adam, the first day 
Of his creation 119 

Lucijir Talk not of Paradise nor 
creation, but mark this shoev talk of 
the deed, and nothing else — Come 
a\e ae 1 

\_L1tt1 the Seiiin Deadly Sms ] 
Now, Taustus, examine them of their 
seeeial names and dispositions 125 
1 amt its W h it art thou, the first? 
Fruit I am Pride I disdain to have 


any parents I am like Oe id’s flea, » 
1 can creep into ee ery corner of a evench 
Sometimes, like a periwig, I sit upon 
her broee , or, like a 1 in of te ithers, I kiss 
her lips But, fie, eehat a scent is here I 
I’ll not speak another word, except the 
ground were perfumed, and covered 
with cloth of arras 135 

I austu V\ h it art thou, the seebnd? 
Covetousness I ini Cos etousness, be- 
gotten of an old churl in an old leathern 
bag, and, might I hi\e ms wish, I 
w ould desire that this house and all the 
people in it w ere turned to gold, that I 
might lock vou up m my good chest. 
O my sweet gold' 143 

Taustas W hat art thou, the third? 
Wrath I am Wrath I had neither 
father nor mother I leapt out of a lion’s 
mouth when I ssas scarce half-an-hour 
old, and eser since I line run up and 
down the world with this c lse of rapiers, 
ssounding myself when I had nobody to 
fight withal I was born in hell, and 
look to it, for some of you shall be my 
father 153 

Faustus What art thou, the fourth? 
Env \ I am Ensy, Dcgotten of a 
chimney-sw eeper and an osster-ssife I 
cannot read, and therefore wish all 
books were burnt I am lean ss ith seeing 
others eat O, that there would come a 
famine through all the world, that all 
might die, and I lise alone 1 then thou 
shouldst see hoss fat I would be But 
must thou sit, and I stand? Come down, 
with a vengeance 1 164 

Faustus Away, emious rascaP — 
What art thou, the fifth ? 

Gluttony Who, I, sir? I am Gluttony. 
My parents are all dead, and the devil 
a penny they have left me, but a bare 
pension, and that is thirty meals a-day 
and ten bevers 11 — a small trifle to 
suffice nature O, I come of a royal 
parentage 1 my grandfather was a Gam- 
mon of Bacon, my grandmother a Hogs- 
head of Claret wine, my godfathers 
were these, Peter Pickle-herring and 
10 In a poem erioneousij attributed to 
Ovid 11 1 unclies between meals 
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Martin Martlemas-beef; 12 O, but my 
godmother, she was a jolly gentle- 
woman, and well beloved in every good 
town and city; her name was Mistress 
Margery March-beer. 12 Now, Faustus, 
thou hast heard all my progeny; wilt 
thou bid me to supper? 183 

Faustus: No, I’ll see thee hanged; 
thou wilt eat up all my victuals. 

Gluttony : Then the devil choke 
thee! 

Faustus: Choke thyself, glutton! — 
What art thou, the sixth? 189 

Sloth: I am Sloth. I was begotten on 
a sunny bank, where I have lain ever 
since; and you have done me great 
injury to bring me from thence: let me 
be carried thither again by Gluttony 
and Lechery. I’ll not speak another 
word for a king’s ransom. 196 

Faustus: What are you, Mistress 
Minx, the seventh and last ? 

Lechery: Who, I, sir? I am one that 
loves an inch of raw mutton better than 
an ell of fried stockfish, and the first 
letter of my name begins with L. 302 

Lucifer: Away, to hell, to hell! 

[ Exeunt the Sins.'] 
Now, Faustus, how dost thou like this? 

Faustus: O, this feeds my soul! 205 

Lucifer: Tut, Faustus, in hell is all 
manner of delight. 

Faustus: O, might I see hell, and re- 
turn again, 

How happy were I then! 

Lucifer: Thou shalt; I will send for 
thee at midnight. 

In meantime take this book; peruse it 
thoroughly, 210 

And thou shalt turn thyself into what 
shape thou wilt. 

Faustus: Great thanks, mighty Luci- 
fer! 

This will I keep as chary as my life. 

Lucifer: Farewell, Faustus, and think 
on the devil. 

12 St. Martin’s Day, November it, was 
the time for hanging up meat salted for the 
winter. 13 Beer brewed in March was con- 
sidered very good 


Faustus: Farewell, great Lucifer. 
Come, Mephistophilis. 216 

j Exeunt om?ies.] 
[ Enter Chorus.] 

Chorus: Learned Faustus. 

To know the secrets of astronomy 
Graven in the book of Jove’s high 
firmament. 

Did mount himself to scale Olympus’ 
top, 220 

Being seated in a chariot burning bright, 
Drawn by the strength of yoky dragons’ 
necks. 

He now is gone to prove cosmography, 
And, as I guess, will first arrive at Rome, 
To see the Pope and manner of his 
court, 225 

And take some part of holy Peter’s 
feast, 

That to this day is highly solemn- 
ized. [j&n'/.J 

Scene VII. The Pope’s Privy-Cham- 
ber 

£ Enter Faustus and Mephistophilis.] 

Faustus: Having now, my good 
Mephistophilis, 

Passed with delight the stately town of 
Trier , 1 

Environed round with airy mountain- 
tops, 

With walls of flint, and deep-entrenched 
lakes. 

Not to be won by any conquering prince; 
From Paris next, coasting the realm of 
France, 6 

We saw the river Maine fall into Rhine, 
Whose banks are set with groves of 
fruitful vines; 

Then up to Naples, rich Campania, 
Whose buildings fair and gorgeous to 
the eye. ro 

The streets straight forth, and paved 
with finest brick. 

Quarter the town in four equivalents; 
There saw we learned Maro’s 2 golden 
tomb, 

1 Treves. 2 Virgil, thought in the Middle 
Ages to be a magician. 
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The way he cut, an English mile in 
length, 

Thorough a rock, of stone, in one night’s 
spice, IS 

From thence to Venice, Padua, and the 
rest, 

In one of which a sumptuous temple 
stands, 

That threats the stars with her aspiring 
top 

Thus hitherto hath Faustus spent his 
time 

But tell me now what resting-place is 
this f 20 

Hast thou, as erst I did command, 
Conducted me within the walls of 
Rome ? 

Mephistophilis Faustus, I have, and, 
because we will not be unprovided, I 
hav e taken up his Holiness’ privy- 
chamber for our use 26 

faustus I hope his Holiness will bid 
us welcome 

Mephistophilis Tut, ’tis no matter, 
man, we’ll be bold with his good cheer 
And now, my Faustus, that thou may’st 
perceive 3 1 

V hat Rome contameth to delight thee 
w ith, 

Know that this city stands upon sev en 
hills 

That underprop the groundwork of the 
same 

Just through the midst runs flowing 
Tiber’s stream, 35 

With winding banks that cut it in two 
parts, 

Ov er the which four stately bridges lean, 
That make safe passage to each part of 
Rome 

Upon the bridge called Ponte Angelo 
Erected is a castle passing strong, 40 
Within whose walls such store of 
ordnance are, 

And double cannons framed of carved 
br iss, 

As match the days within one com- 
plete year; 

Besides the gates, and high pyramides,’ 

3 Apparently obelisks 


Which Julius Caesar brought from 
Africa 

I an rt us Now, by the kingdoms of 
infernal rule, 

Of Styx, of Acheron, and the fiery lake 
Of ever-burning Phlegcthon, 1 I swear 
That I do long to see the monu- 
ments 

And situation of bright-splendent Rome 
Come, therefore, let’s away 51 

Mephistophilis Nay, F lustus, stay 
I know you’d f un see the Pope, 
And take some part of holy Peter’s 
feast, 

Where thou shalt see a troop of bald- 
pate friars, 

Whose summum bonum 5 is in belly- 
cheer 55 

Faustus \\ ell, I’m content to compass 
then some sport, 

And by their folly make us merriment 
Then charm me, that I 
May be invisible, to do what I please, 
Unseen of any whilst I stay in Rome 

[Mephistophilis charms him ] 
Mephistophilis So, Faustus, now 61 
Do what thou wilt, thou shalt not be 
discerned 

E Sound a Sennet 6 Enter the Pope and 
the Cardinal of Lorraine to the banquet, 
tilth rnars attending ] 

Pope My Lord of Lorraine, will ’t 
please you draw near ? 

Faustus Fall to, and the devil choke 
you, an you spare' 

Pope How now' who’s that which 
spake ? — Friars, look about 65 
Tirst rnar Here’s nobody, if it like 
your Holiness 

Pope My lord, here is a dainty dish 
was sent me from the Bishop of Milan 
Faustus I thank you, ‘•.r 7 ° 

[Snatches the dish ] 
Pope How now' who’s that which 
snatched the meat from me ? Will no 
man look? — My lord, this dish was sent 
me from the Cardinal of Florence 
Faustus You say true, I’ll ha ’t 7S 
[1 Snatches the dish ] 

4 Rivers in Hailes 3 Highest good 6 Trum- 
pet notes marking exit or entrance 
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Pope: What, again? — My lord. I’ll 
drink to your grace. 

Faustus: I’ll pledge your grace. 

[[ Snatches the cup . ] 
Cardinal of Lorraine: My lord, it may 
be some ghost, newly crept out of 
purgatory, come to beg a pardon of 
your Holiness. 82 

Pope: It may be so. — Friars, prepare 
a dirge to lay the fury of this ghost. — 
Once again, my lord, fall to. 

[The Pope crosses himself.] 
Faustus: What, are you crossing of 
yourself? 86 

Well, use that trick no more, I would 
advise you. 

[The Pope crosses himself again.] 
Well, there’s the second time. Aware 
the third; 

I give you fair warning. 

[The Pope crosses himself again, and 
Faustus hits him a box of the ear; and 
they all run away.] 

Come on, Mephistophilis; what shall 
we do? 90 

Mephistophilis: Nay, I know not: 
we shall be cursed with bell, book, and 
candle. 7 

Faustus: How! bell, book, and candle 
— candle, book, and bell— — 

Forward and backward, to curse 
Faustus to hell! 95 

Anon you shall hear a hog grunt, a calf 
bleat, and an ass bray. 

Because it is Saint Peter’s holiday. 

[Re-enter all the Friars to sing the 
dirge.'] 

First Friar: Come, brethren, let’s 
about our business with good devotion. 

[They sing.] 

Cursed be he that stole away his Holi- 
ness’ meat from the table! maledicat 
Dominus! 8 102 

Cursed be he that struck his Holiness a 
blow on the face! maledicat Dominus! 

Cursed be he that took Friar Sandelo a 
blow on the pate! maledicat Dominus! 

Cursed be he that disturbeth our holy 
dirge! maledicat Dominus! 108 

7 Rite of excommunication. 8 May the 
Lord curse [him]. 


Cursed be he that took away his Holi- 
ness’ wine! maledicat Dominus! Et 
omnes Sancti! 9 Amen! m 

[Mephistophilis and Faustus beat the 
Friars and fling fireworks among them; 
and so exeunt.] 

Scene VIII. Near an Inn 

[Enter Robin the Ostler, with a book 
in his hand.] 

Robin: O, this is admirable! here I ha’ 
stolen one of Doctor Faustus’ conjuring- 
books, and i’ faith I mean to search 
some circles for my own use. Now will I 
make all the maidens in our parish dance 
at my pleasure, stark naked before me; 
and so by that means I shall see more 
than e’er I felt or saw yet. 8 

[Enter Ralph, calling Robin.] 

Ralph: Robin, prithee, come away; 
there’s a gentleman tarries to have his 
horse, and he would have his things 
rubbed and made clean: he keeps such 
a chafing with my mistress about it; 
and she has sent me to look thee out; 
prithee, come away. 15 

Robin: Keep out, keep out, or else 
you are blown up, you are dismembered, 
Ralph: keep out, for I am about a roar- 
ing piece of work. 

Ralph: Come, what doest thou with 
that same book? thou canst not read? 

Robin: Yes, my master and mistress 
shall find that I can read, he for his 
forehead, she for her private study; 
she’s born to bear with me, or else my 
art fails. 26 

Ralph: Why, Robin, what book is that? 

Robin: What book! why, the most in- 
tolerable book for conjuring that e’er 
was invented by any brimstone devil. 

Ralph: Canst thou conjure with it? 

Robin: I can do all these things easily 
with it; first, I can make thee drunk 
with ippocras 1 at any tabem 2 in Europe 
for nothing; that’s one of my conjuring 
works. 36 

9 And all the saints. 

1 Spiced wine. 2 Robin mispronounces 
tavern. 
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Ralph: Oar Master Parson says that’s 
nothing. 

Rubin: True, Ralph : and more, Ralph, 
if thou hast any mind to Nan Spit, our 
kitchen-maid, then turn her and wind 
her to thy own use as often as thou wilt, 
and at midnight. 43 

Ralph: O, brave Robin! shall I have 
Nan Spit and to mine own use? On that 
condition I’ll feed thy devil with horse- 
bread as long as he lives, of free cost. 

Robin: No more, sweet Ralph; let’s 
go and make clean our boots, which lie 
foul upon our hands, and then to our 
conjuring in the devil’s name. [Exeitntd] 

Scene IX. The Same 

P Enter Robin and Ralph with a silver 
goblet.] 

Robin: Come, Ralph: did not I tell 
thee, we were for ever made by this 
Doctor Faustus’ book? Ecce signum ! 1 
here’s a simple purchase - for horse- 
keepers: our horses shall eat no hay 
as long as this lasts. 6 

Ralph: But, Robin, here comes the 
Vintner. 

Robin: Hush! I’ll gull 3 him super- 
naturally. io 

[j E nter Vintner. ] 

Drawer, I hope all is paid; God be with 
you! — Come, Ralph. 

Vintner: Soft, sir; a word with you. I 
must yet have a goblet paid from you, 
ere you go. 15 

Robin: I a goblet, Ralph, I a goblet! — 
I scorn you; and you are but a, etc. 4 1 a 
goblet! search me. 

Vintner: I mean so, sir, -with your 
favor. [Searches Robing 

Robin: How say you now? 21 

Vintner: I must say somewhat to 
your fellow. — You, sir! 

Ralph: Me, sir! me, sir! search your 
fill. [Vintner searches him . 2 Now, sir, 
you may be ashamed to burden honest 
men with a matter of truth. 27 

1 Behold the sign. 2 Advantage, profit. 
3 Trick, fool. 4 The actor could “ad lib” his 
terms of abuse. 


Vintner: Well, t’ one of you hath 
this goblet about you. 

Robin: You lie, drawer, ’tis afore me 
[Aside.] — Sirrah you, I’ll teach you to 
impeach honest men; — stand by; — I’ll 
scour you for a goblet; — stand aside 
you had best, I charge you in the name 
of Belzebub. — Look to the goblet, 
Ralph. [Aside to Ralph. ] 36 

Vintner: What mean you, sirrah? 
Robin: I’ll tell you v hat I mean. 
[Reads from a book .' ] Sanctnb, durum Peri - 
phrasticon 5 — nay, I’ll tickle you, Vint- 
ner. — Look to the goblet, Ralph [Aside 
to Ralph. ] — [Reads."} Polypragmos Belse - 
borams framanto pacostiphos tostu, Me- 
phistophilis, etc. 5 

[Enter Mephistophilis, sets squibs 6 at 
their backs, and then exit. They run 
about.} 

Vintner: 0 , nomine Domini! 7 what 
meanest thou, Robin? thou hast no 
goblet. 47 

Ralph: Peccatum peccatorum ! 8 — 

Here’s thy goblet, good Vintner. 

[Gives the goblet to Vintner, who exit.] 
Robin: Misericordia pro nobis! 9 what 
shall I do? Good devil, forgive me now, 
and I’ll never rob thy library more. 

[Re-enter Mephistophilis .] 
Mephistophilis: Monarch of hell, 
under whose black survey S3 

Great potentates do kneel with awful 
fear, 

Upon whose altars thousand souls do 
lie, 

How am I vexed with these villains’ 
charms! 

From Constantinople am I hither come, 
Only for pleasure of these damned slaves. 

Robin: How, from Constantinople! 
you have had a great journey. Will you 
take sixpence in your purse to pay for 
your supper, and be gone? 62 

Mephistophilis: Well, villains, for 
your presumption, I transform thee into 
an ape, and thee into a dog; and so be 
gone. [Exit.] 

Robin: How, into an ape! thats 
6 Nonsense words. 6 Firecrackers. 7 In the 
name of the Lord. 3 Sin of sins. 9 Mercy on us. 
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brave: I’ll have fine sport with the boys; 
I’ll get nuts and apples enow. 

Ralph : And I must be a dog. 70 
I Robin: I’ faith, thy head will never be 
out of the pottage-pot. {Exeunt!} 

' {Enter Chorus ! ] 

j Chorus: When Faustus had with 
I pleasure ta’en the view 

j Of rarest things, and royal courts of 
1 kings, 

I He stayed his course, and so returned 
home; 75 

Where such as bear his absence but with 

' grief ’ ... 

I mean his friends and near’st com- 
panions, 

Did gratulate his safety with kind 
words, 

And in their conference of what befell. 
Touching his journey through the 
world and air, So 

They put forth questions of astrology. 
Which Faustus answered with such 
learned skill 

As they admired and wondered at his 
wit. 

Now is his fame spread forth in every 
land: 

Amongst the rest the Emperor is one, 
Carolus the Fifth, at whose palace 
now 86 

Faustus is feasted ’mongst his noblemen. 
What there he did, in trial of his art, 

I leave untold — your eyes shall see 
V performed. [Exit. ] 

Scene X. Court of Charles V 

{Enter Emperor, Faustus, and a 
Knight, with Attendants, among whom 
Mephistophilis 7 \ 

Emperor: Master Doctor Faustus, I 
have heard strange report of thy knowl- 
■ edge in the black art, how that none in 
my empire nor in the whole world can 
compare with thee for the rare effects 
of magic: they say thou hast a familiar 
spiiit, by whom thou canst accomplish 
what thou list. This, therefore, is my 
request, that thou let me see some proof 
of thy skill, that mine eyes may be wit- 


nesses to confirm what mine ears have 
heard reported: and here I swear to 
thee, by the honor of mine imperial 
crown, that, whatever thou doest, thou 
shalt be no ways prejudiced or en- 
damaged. 16 

Knight: I’ faith, he looks much like a 
conjurer. {Aside .] 

Faustus: My gracious sovereign, 
though I must confess myself far in- 
ferior to the report men have published, 
and nothing answerable 1 to the honor 
of your imperial majesty, yet, for that 
love and duty binds me thereunto, I am 
content to do whatsoever your majesty 
shall command me. 26 

Emperor: Then, Doctor Faustus, 
mark what I shall say. 

As I was sometime solitary set 
Within my closet, sundry thoughts arose 
About the honor of mine ancestors, 30 
How they had won by prowess such 
exploits. 

Got such riches, subdued so many king- 
doms, 

As we that do succeed, 2 or they that 
shall 

Hereafter possess our throne, shall 34 
(I fear me) ne’er attain to that degree 
Of high renown and great authority: 
Amongst which kings is Alexander the 
Great, 

Chief spectacle of the world’s pre- 
eminence. 

The bright shining of whose glorious 
acts 

Lightens the world with his reflecting 
beams, 40 

As when I hear but motion 3 made of 
him, 

It grieves my soul I never saw the man: 
If, therefore, thou, by cunning of thine 
art, 

Canst raise this man from hollow vaults 
below, 

Where lies entombed this famous con- 
queror, 45 

And bring with him his beauteous para- 
mour, 

1 Comparable. 2 Follow. 3 Mention 
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Both in their right shapes, gesture, and Emperor: Master Doctor, I heard this 
attire lady, while she lived, had a wart or mole 


They used to wear during their time of 
life. 

Thou shalt both satisfy my just desire, 
And give me cause to praise thee whilst 
I live. So 

Faustus: My gracious lord, I am ready 
to accomplish your request, so far forth 
as by art and power of my spirit I am 
able to perform. 

Knight: I’ faith, that’s just nothing at 
all. [Aside."] 

Faustus: But, if it like your grace, it is 
not in my ability to present before your 
eyes the true substantial bodies of those 
deceased princes, which long since are 
consumed to dust. 61 

Knight: Aye, marry, Master Doctor, 
now there’s a sign of grace in you, when 
you will confess the truth. [Aside.] 
Faustus: But such spirits as can lively 
resemble Alexander and his paramour 
shall appear before your grace, in that 
manner that they both lived in, in their 
most flourishing estate; which I doubt 
not shall sufficiently content your im- 
perial majesty. 71 

Emperor: Go to. Master Doctor; let 
me see them presently. 

Knight: Do you hear, Master Doctor? 
you bring Alexander and his paramour 
before the Emperor! 76 

Faustus: How then, sir? 

Knight: I’ faith, that’s as true as 
Diana turned me to a stag.' 1 * 

Faustus: No, sir; but, when Actaeon 
died, he left the horns for you. — Meph- 
istophilis, be gone. 82 

[Exit Mephistophilis.] 
Knight: Nay, an you go to conjuring, 
I’ll be gone. [Exit.] 

Faustus: I’ll meet with you anon for 
interrupting me so. — Here they are, my 
gracious lord. 87 

[Re-enter Mephistophilis with Spirits 
in the shapes of Alexander and his 
Paramour.] 

1 Diana turned Actaeon into a stag who 

was killed by his own hounds. 


in her neck: how shall I know whether 
it be so or no? ) 

Faustus: Your highness may boldly 1 
go and see. 

Emperor: Sure, these are no spirits, 
but the true substantial bodies of those 
two deceased princes. [Exeunt spirits .] 
Faustus: Will ’t please your highness 
now to send for the knight that was so 
pleasant with me here of late? 99 

Emperor: One of you call him forth. 

[Exit Attendant .] 
[Re-enter the Knight with a pair 0} 
horns on his head.] 

How now, sir knight! Feel on thy head. 
Knight: Thou damned wretch and 
execrable dog. 

Bred in the concave of some monstrous 
rock. 

How dar’st thou thus abuse a gentle- 
man? 

Villain, I say, undo what thou hast 
done! 105 

Faustus: O, not so fast, sir! there’s no 
haste: but, good, are you remembered 
how you crossed me in my conference 
with the Emperor? I think I have met 
with 6 you for it. no 

Emperor: Good Master Doctor, at my 
entreaty release him: he hath done 
penance sufficient. 

Faustus: My gracious lord, not so 
much for the injury he offered me here 
in your presence, as to delight you with 
some mirth, hath Faustus worthily re- 
quited this injurious knight; which 
being all I desire, I am content to re- 
lease him of his horns: — and, sir knight, 
hereafter speak well of scholars. — Meph- 
istophilis, transform him straight. 
[Mephistophilis removes the horns ]] — 
Now, my good lord, having done my 
duty, I humbly take my leave. 124 
Emperor: Farewell, Master Doctor: 
yet, ere you go. 

Expect from me a bounteous reward. 

[Exeunt Emperor, Knight, and Ate 
tendants.] 

6 Got even with. 
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Scene XL A Green 

Faust us: Now, Mephistophilis, the 
restless course 

That Time cloth run with calm and 
silent foot, 

Short’ning my days and thread of vital 
life. 

Calls for the payment of my latest 
years: 

Therefore, sweet Mephistophilis, let us 
Make haste to Wittenberg. 6 

Mephistophilis: What, will you go on 
horseback or on foot? 

Faustus: Nay, till I’m past this fair 
and pleasant green. I’ll walk on foot. 

[ Enter a Horse-courser. 1 ^ 
Horse-courser: I have been all this 
day seeking one Master Fustian: mass, 
see where he is! — God save you, Master 
Doctor! 14. 

Faustus: What, horse-courser! you 
are well met. 

Horse-courser: Do you hear, sir? I 
have brought you forty dollars for your 
horse. 

Faustus: I cannot sell him so. If thou 
likest him for fifty, take him. 21 

Ilorse-courser: Alas, sir, I have no 
more!— I pray you speak for me. 

Mephistophilis: I pray you, let him 
have him: he is an honest fellow, and 
he has a great charge, neither wife nor 

child. 27 

Faustus: Well, come, give me your 
money [horse-courser gives Faustus the 
m 0 ury] : my boy will deliver him to you. 
But I must tell you one thing before you 
have him; ride him not into the water, 
at any hand. 

Ilorse-courser: Why, sir, will he not 
drink of all waters? 35 

Faustus: O, yes, he will drink of all 
waters; but ride him not into the water: 
ride him over hedge or ditch, or where 
thou wilt, but not into the water. 

Ilorse-courser: Well, sir. — Now am I 
made man for ever: I’ll not leave my 
horse for forty: if he had but the quality 

1 Horse dealer. 


of hey-ding-ding, hey-ding-ding, 2 I’d 
make a brave living on him: he has a 
buttock as slick as an eel [A side . — 
Well, God b’wi’ye, sir: your boy will 
deliver him me: but, hark ye, sir; if my 
horse be sick or ill at ease, you’ll tell 
me what it is? 49 

Faustus: Away, you villain! what, 
dost think I am a horse-doctor? 

[Exit Hors e-courser I] 
What art thou, Faustus, but a man 
condemned to die? 

Thy fatal time doth draw to final end; 
Despair doth drive distrust unto my 
thoughts: 

Confound these passions with a quiet 
sleep: 55 

Tush, Christ did call the thief upon the 
cross; 

Then rest thee, Faustus, quiet in con- 
ceit. 3 [Sleeps in his chair 

[Re-enter Horse-courser, all -.vet, crying.] 
Ilorse-courser: Alas, alas! Doctor 
Fustian, quotha? mass, Doctor Lopus 4 
was never such a doctor: has given me 
a purgation, has purged me of forty 
dollars; I shall never see them more. 
But yet, like an ass as I was, I would 
not be ruled by him, for he bade me 1 
should ride him into no water: now I, 
thinking my horse had had some rare 
quality that he would not have had me 
known of, I, like a venturous youth, rid 
him into the deep pond at the town’s 
end. I was no sooner in the middle of 
the pond, but my horse vanished away, 
and I sat upon a bottle 6 of hay, never 
so near drowning in my life. But I’ll 
seek out my doctor, and have my forty 
dollars again, or I’ll make it the dearest 
horse! — O, yonder is his snipper- 
snapper. — Do you hear? you, heypass, 6 
where’s your master? 78 

Mephistophilis: Why, sir, what would 
you? you cannot speak with him. 

Ilorse-courser: But I will speak with 
him. 

2 If he can dance to music. 3 Thought. 
4 Doctor Lopez, executed in 1594 on a charge 
of having plotted to poison Queen Elizabeth. 
3 Bundle. 5 Jug-let. 
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Mephistophilis: Why, he’s fast asleep: 
come some other time. S4 

Hone-courser. I'll speak with him 
now, or I’ll break his glass windows 
about his ears. 

Mephistophilis: I tell thee, he has not 
slept this eight nights. 

Horse-courser : An he have not slept 
this eight weeks, I’ll speak with 
him. 92 

Mepkistophilis: See, where he is, fast 
asleep. 

Horse-courser: Aye, this is he. — God 
save ye. Master Doctor, Master Doctor, 
Master Doctor Fustian! forty dollars, 
forty dollars for a bottle of hay! 

Mephistophilis: Why, thou seest he 
hears thee not. 100 

Horse-courser: So-ho, ho! so-ho, ho! 
[Hollas in his ear.~\ No, will you not 
wake? I’ll make you wake ere I go. 
[Pulls Faustus by the leg, a, id pulls it 
auiayf\ Alas, I am undone! what shall 
I dor 106 

Faustus: O, my leg, my leg! — Help, 
Mephistophilis! call the officers! — My 
leg, my leg! 

Mephislophilis: Come, villain, to the 
constable. hi 

Horse-courser: O Lord, sir, let me go, 
and I’ll give you forty dollars more! 
Mephistophilis: Where be they? 
Horse-courser: I have none about me: 
come to my ostry, 7 and I’ll give them 
you. 1 17 

Mephistophilis: Be gone quickly. 

[Horse-courser runs auiayi] 
Faustus: What, is he gone? farewell 
he! Faustus has his leg again, and the 
Horse-courser, I take it, a bottle of hay 
for his labor. Well, this trick shall cost 
him forty dollars more. 

[Enter Wagner 7 \ 

How now, Wagner! what’s the news 
with thee? 125 

Wagner: Sir, the Duke of Vanholt 
doth earnestly entreat your company. 

Faustus: The Duke of Vanholt! an 
honorable gentleman, to whom I must 

7 Hostelry. 


be no niggard of my cunning. — Come, 
Mephistophilis, let’s away to him. 131 

[Exeunti] 

Scene XII. The Court of the Duke of 
Vanholt 

[Enter the Duke op Fanil olt, the Duchess, 
and Faustus . 3 

Duke of Vanholt: Believe me, Master 
Doctor, this merriment hath much 
pleased me. 

Faustus: My gracious lord, I am glad it 
contents you so well. — But it may be, 
madam, you take no delight in this. I 
have heard that great-bellied women do 
long for some dainties or other: what is 
it, madam? Tell me and you shall have it. 

Duchess of Vanholt: Thanks, good 
Master Doctor; and, for I see your 
courteous intent to pleasure me, I will 
not hide from you the thing my heart 
desires; and, were it now summer, as it 
is January and the dead time of the 
winter, I would desire no better meat 
than a dish of ripe grapes. 17 

Faustus. Alas, madam, that ’s noth- 
ing! — Mephistophilis, be gone. [Exit 
Mephistophilis .] Were it a greater 
thing than this, so it would content you, 
you should have it. 22 

[Re-enter Mephistophilis with grapes .] 
Here they be, madam: will ’t please you 
taste on them? 

Duke of Vanholt: Believe me, Master 
Doctor, this makes me wonder above 
the rest, that being in the dead time of 
winter and in the month of January, 
how you should come by these grapes. 

Faustus: If it like your grace, the year 
is divided into two circles over the 
whole world, that, when it is here winter 
with us, in the contrary circle it is 
summer with them, as in India, Saba, 1 
and farther countries in the east; and by 
means of a swift spirit that I have, I 
had them brought hither, as ye see. — 
How do you like them, madam? be 
they good ? 39 

1 Arabia. 
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Duchess of Fanholt: Believe me, 
Master Doctor, they be the best grapes 
that e’er I tasted in my life before. 

Faustus : I am glad they content you 
so, madam. 44 

Duke of Vankoll: Come, madam, let 
us in, where you must well reward this 
learned man for the great kindness he 
hath showed to you. 

Duchess of Fanholt: And so I will, my 
lord; and, whilst I live, rest beholding 2 
for this courtesy. 51 

Faustus: I humbly thank your grace. 
Duke of Fanholt: Come, Master 
Doctor, follow us. and receive your 
reward. [ExeuntTf 

Scene XIII. A Room in the House of 
Faustus 

[Enter Wagner .] 

Wagner: I think my master means to 
die shortly, 

For he hath given to me all his goods: 
And yet, methinketh, if that death were 
near, 

He would not banquet, and carouse, 
and swill 

Amongst the students, as even now he 
doth, 5 

Who are at supper with such belly-cheer 
As Wagner ne’er beheld in all his life. 
See, where they come! belike the feast 
is ended. 

[Enter Faustus with two or three 
Scholars, and Mephisto philis.f 

First Scholar: Master Doctor Faustus, 
since our conference about fair ladies, 
which was the beautiful’st in all the 
world, we have determined with our- 
selves that Helen of Greece was the 
admirablest lady that ever lived: there- 
fore, Master Doctor, if you will do us 
that favor, as to let us see that peerless 
dame of Greece, whom all the world 
admires for majesty, we should think 
ourselves much beholding unto you. 
Faustus: Gentlemen, 20 


For that I know your friendship is un- 
feigned. 

And Faustus’ custom is not to deny 
The just requests of those that wish him 
well, 

You shall behold that peerless dame of 
Greece, 

No otherways for pomp and majesty 
Than when Sir Paris crossed the seas 
with her, 26 

And brought the spoils to rich Dar- 
dania. 1 

Be silent, then, for danger is in words. 

[Music sounds, and Helen passeth over 
the stage.J 

Second Scholar: Too simple is my wit 
to tell her praise. 

Whom all theworld admires for majesty. 
Third Scholar: No marvel though the 
angry Greeks pursued 31 

With ten years’ war the rape 2 of such a 
queen. 

Whose heavenly beauty passeth all 
compare. 

First Scholar: Since we have seen the 
pride of Nature’s works, 

And only paragon of excellence, 3; 

Let us depart; and for this glorious deed 
Happy and blest be Faustus evermore! 
Faustus: Gentlemen, farewell: the 
same I wish to you. 

[Exeunt Scholars and Wagner . ] 
[Enter an Old Man.~\ 

Old Man: Ah, Doctor Faustus, that I 
might prevail 

To guide thy steps unto the way of life, 
By which sweet path thou may’st attain 
the goal 41 

That shall conduct thee to celestial rest! 
Break heart, drop blood, and mingle it 
with tears, 

Tears falling from repentant heaviness 
Of thy most vile and loathsome filthi- 
ness, 45 

The stench whereof corrupts the inward 
soul 

With such flagitious crimes of heinous 
sins 

As no commiseration may expel. 


2 Indebted. 


1 Troy. 2 Abduction. 
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But mcrcv, Faustus, of thy Savior 
sweet. 

Whose blood alone must wash away thy 
guilt. 50 

Faustus: Where art thou, Faustus? 
wretch, what hast thou done? 
Damned art thou, Faustus, damned; 
despair and die! 

Hell calls for right, and with a roaring 
voice 

Says, “Faustus, come; thine hour is 
almost come”; 

And Faustus now will come to do thee 
right. 55 

[ Mephistophilis gives him a dagger .] 

Old Man: Ah, stay, good Faustus, 
stay thy desperate steps! 

I see an angel hovers o’er thy head, 
And, with a vial full of precious grace, 
Offers to pour the same into thy soul: 
Then call for mercy, and avoid despair. 

Faustus: Ah, my sweet friend, I feel 
Thy words to comfort my distressed 
soul ! 62 

Leave me a while to ponder on my sins. 

Old Man: I go, sweet Faustus; but 
with heavy cheer, 3 

Fearing the ruin of thy hopeless soul. 

[_Exit.] 

Faustus: Accursed Faustus, where is 
mercy now? 66 

I do repent; and yet I do despair: 

Hell strives with grace for conquest in 
my breast: 

What shall I do to shun the snares of 
death? 

Mephistophilis: Thou traitor, Faustus, 
I arrest thy soul 70 

For disobedience to my sovereign lord : 
Revolt, or I’ll in piece-meal tear thy 
flesh. 

Faustus: Sweet Mephistophilis, en- 
treat thy lord 

To pardon my unjust presumption, 

And with my blood again I will confirm 
My former vow I made to Lucifer. 76 

Mephistophilis: Do it, then, quickly, 
with unfeigned heart. 

Lest greater danger do attend thy drift. 

3 Spirits. 


[ Fan tins stabs his arm, and writes 
on a paper with his blood. ] 

Faustus: Torment, sweet friend, that 
base and crooked age, 

That durst dissuade me from thy 
Lucifer, go 

With greatest torments that our hell 
affords. 

Mephistophilis: His faith is great; I 
cannot touch his soul; 

But what I may afflict his body with 
I will attempt, which is but little worth. 

Faustus: One thing, good servant, 
let me crave of thee, 85 

To glut the longing of my heart’s 
desire — 

That I might have unto my paramour 
That heavenly Helen which I saw of 
late, 

Whose sweet embracings may extinguish 
clean 

These thoughts that do dissuade me 
from my vow, 90 

And keep mine oath I made to Lucifer. 

Mephistophilis: Faustus, this, or 
what else thou shalt desire, 

Shall be performed in twinkling of an 
eye. 

IRe- enter Helen. - ] 

Faustus: Was this the face that 
launched a thousand ships, 94 
And burnt the topless towers of Ilium? — 
Sweet Helen, make me immortal with a 
kiss. — [Kisses her.] 

Her lips suck forth my soul: see where 
it flies! — 

Come, Helen, come, give me my soul 
again. 

Here will I dwell, for heaven be in these 
lips. 

And all is dross that is not Helena. 100 
I will be Paris, and for love of thee, 
Instead of Troy, shall Wittenberg be 
sacked 

And I will combat with weak Menelaus, 4 
And wear thy colors on my plumed 
crest; 

Yes, I will wound Achilles in the heel, 6 

4 Helen’s husband. 6 Achilles’ vulnerable 
spot, where Paris shot him with a poisoned 
arrow. 
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And then return to Helen for a kiss. 

0, thou art fairer than the evening air 
Clad in the beauty of a thousand stars; 
Brighter art thou than flaming Jupiter 
When he appeared to hapless Semele; G 
More lovely than the monarch of the 
sky hi 

' In wanton Arethusa’s 7 azured arms; 

! And none but thou shalt be my para- 
mour! [ Exeu n/.J 

| [Enter the Old Man . J 

! Old Man: Accursed Faustus, misera- 
ble man, 

f That from thy soul exclud’st the grace 
of heaven, 115 

And fly’ st the throne of his tribunal- 
seat! 

[Enter Devils .] 

Satan begins to sift me with his pride: 
As in this furnace God shall try my 
faith. 

My faith, vile hell, shall triumph over 
thee. 

Ambitious fiends, see how the heavens 
smile 120 

At your repulse, and laugh your state 
to scorn ! 

Hence, hell! for hence I fly unto my God. 

[Exeunt.] 

Scene XIV. The same 

[Enter Faustus, with Scholars.'] 

Faustus: Ah, gentlemen! 

J First Scholar: What ails Faustus? 
Faustus: Ah, my sweet chamber- 
fellow, had I lived with thee, then had I 
lived still! but now I die eternally. 
Look, comes he not? comes he not? 6 
Second Scholar: What means Faus- 
tus? 

Third Scholar: Belike he is grown into 
some sickness by being over-solitary. 10 
1 First Scholar: If it be so, we’ll have 
physicians to cure him. — ’Tis but a 
surfeit; never fear, man. 

Faustus: A surfeit of deadly sin, that 
hath damned both body and soul. 15 
Second Scholar: Yet, Faustus, look 
0 Mortal loved by Jupiter. 7 See analysis 
of this scene, page 538. 


up to heaven; remember God’s mercies 
are infinite. 

Faustus: But Faustus’ offense can 
ne’er be pardoned: the serpent that 
tempted Eve may be saved, but not 
Faustus. Ah, gentlemen, hear me with 
patience, and tremble not at my 
speeches! Though my heart pants and 
quivers to remember that I have been 
a student here these thirty years, O, 
would I had never seen Wittenberg, 
never read book! and what wonders I 
have done, all Germany can witness, 
yea, all the world; for which Faustus 
hath lost both Germany and the world, 
yea, heaven itself, heaven, the seat of 
God, the throne of the blessed, the 
kingdom of joy; and must remain in 
hell for ever — hell, ah, hell, for ever! 
Sweet friends, what shall become of 
Faustus, being in hell for ever? 37 

Third Scholar: Yet, Faustus, call on 
God. 

Faustus: On God, whom Faustus hath 
abjured! on God, whom Faustus hath 
blasphemed ! Ah, my God, I would weepl 
but the devil draws in my tears. Gush 
forth blood, instead of tears! yea, life 
and soul — O, he stays my tongue! I 
would lift up my hands; but see, they 
hold them, they hold them! 47 

All: Who, Faustus? 

Faustus: Lucifer and Mephistophilis. 
Ah, gentlemen, I gave them my soul 
for my cunning! 

All: God forbid! 

Faustus: God forbade it, indeed; but 
Faustus hath done it: for vain pleasure 
of twenty-four years hath Faustus lost 
eternal joy and felicity. I writ them a 
bill with mine own blood: the date is 
expired; the time will come, and he will 
fetch me. 59 

First Scholar: Why did not Faustus 
tell us of this before, that divines might 
have prayed for thee? 

Faustus: Oft have I thought to have 
done so; but the devil threatened to 
tear me in pieces, if I named God, to 
fetch both body and soul, if I once gave 
ear to divinity: and now ’tis too late. 
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Gentlemen, way, lest you perish with 
me. 69 

S ''Child Scholar: O, what shall we do 
to save Faustus? 

Faustus: Talk not of me, but save 
yourselves, and depart. 

Third Scholar: God will strengthen 
me: I will stay with Faustus. 75 

Tint Scholar: Tempt not God, sweet 
friend; but let us into the next room, 
and there pray for him. 

Fa -tst us: Aye, pray for me, pray for 
me; and what noise soever ye hear, come 
not unto me, for nothing can rescue me. 

Second Scholar: Pray thou, and we will 
pray that God may have mercy upon 
thee. 84 

Faustus: Gentlemen, farewell; if I 
live till morning. I’ll visit you; if not, 
Faustus is gone to hell. 

All: Faustus, farewell. 

unt Scholars. — The clock strikes 

eleven. ] 

Faustus: Ah, Faustus, 89 

Now hast thou but one bare hour to live, 
And then thou must be damned per- 
petually! 

Stand still, you ever-moving spheres of 
heaven, 

That time may cease, and midnight 
never come; 

Fair Nature’s eye, rise, rise again, and 
make 94 

Perpetual day; or let this hour be but 
A year, a month, a week, a natural day. 
That Faustus may repent and save his 
soul! 

0 lent', lente currite, noctis equi ! 1 
The stars move still, time runs, the 
clock will strike. 

The devil will come, and Faustus must 
be damned. 100 

O, I’ll leap up to my God! — Who pulls 
me down ? — 

See, see, where Christ’s blood streams 
in the firmament! 

One drop would save my soul, half a 
drop: ah, my Christ! — 

1 Run slowly, O slowly, horses of the 

night (Ovid, Amores, I, 13). 


Ah, rend not my heart for naming of my 
Christ! 

Yet will I call on him: O, spare me, 
Lucifer! — 105. 

Where is it now? ’tis gone: and see, 
where God 

Stretcheth out his arm, and bends his 
ireful brows! 

Mountains and hills come, come, and 
fall on me, 

And hide me from the heavy wrath of 
God! 

No, no! no 

Then will I headlong run into the earth: 
Earth, gape! O, no, it will not harbor 
me! 

You stars that reigned at my nativity, 
Whose influence hath allotted death and 
hell, 1 14 

Now draw up Faustus, like a foggy mist, 
Into the entrails of yon lab’ring clouds, 
That, when you vomit forth into the 
air, 

My limbs may issue from your smoky 
mouths, 

So that my soul may but ascend to 
heaven! 

{The clock strikes the half-hour.’] 
Ah, half the hour is past! ’twill all be 
past anon. 120 

O God, 

If thou wilt not have mercy on my soul. 
Yet for Christ’s sake, whose blood hath 
ransomed me, 

Impose some end to my incessant pain; 
Let Faustus live in hell a thousand 
years, 125 

A hundred thousand, and at last be 
saved! 

O, no end is limited to damned souls! 
Why wert thou not a creature wanting 
soul? 

Or why is this immortal that thou hast? 
Ah, Pythagoras’ metempsychosis , 2 were 
that true, 13° 

This soul should fly from me, and I be 
changed 

Unto some brutish beast! all beasts are 
happy, 

2 Transmigration of souls from human 
beings to animals. 
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For, when they die, 

Their souls are soon dissolved in ele- 
ments; 

But mine must live still to be plagued 
S in hell. 135 

, Cursed be the parents that engendered 
me! 

No, Faustus, curse thyself, curse Lucifer 

That hath deprived thee of the joys of 
heaven. [The clock strikes twelve J 

O, it strikes, it strikes! Now, body, turn 
to air. 

Or Lucifer will bear thee quick to hell! 

[Thunder and lightning -3 

O soul, be changed into little water- 
drops, 141 

And fall into the ocean, ne’er be found! 

[Enter Devils J 

My God, my God, look not so fierce on 
me! 

Adders and serpents, let me breathe a 
while! 


Ugly hell, gape not! come not, Lucifer! 
I’ll burn my books! — Ah, Mephi- 
stophilis! 146 

[Exeunt Devils with Fanstus.~] 
[Enter Chorus . ] 

Chorus: Cut is the branch that might 
have grown full straight, 

And burned is Apollo’s laurel-bough, 
That sometime grew within this learned 
man. 

Faustus is gone: regard his hellish fall, 
Whose fiendful fortune may exhort the 
wise, 15 r 

Only to wonder at unlawful things. 
Whose deepness doth entice such for- 
ward wits 

To practice more than heavenly power 
permits. [Exit."] 

Terminal kora diem; terminat auctor 
opus . 3 155 

3 The hour ends the day; the author ends 
his work. 


» NOTES ON DR. FAUSTUS 

! 

t 

I^TH* PROBLEM OF STRUCTURE I THE “MIDDLE" 

V*»" 

To the reader who has just finished Dr. Faustus it will be apparent that 
the most important problem is one of structure, that is, the arrangement of 
events by which the initial situation is modified and developed until TRe 
final situation is brought about." There is an effective beginning {Faustus’s 
making and carrying out his decision) and an effective ending (Faustus’s 
having to fulfil his part of the contract), but between the two the course of 
j events seems almost haphazard. The action appears to move rather ir- 
regularTy and dTsconnectedly, and in some scenes there is a marked decline 
in quality. This is the problem of the “middle.” 

Aristotle said — and the statement is famous — that a play should have a 
beginning, a middle, and an end (see Aristotle’s Poetics, 6, in the Glossary). 
A middle, he explained, naturally follows something else and is itself fol- 
lowed by something else (in King Lear, as we shall see, the middle is the 
conduct of Goneril and Regan after they are in power: this follows upon 
1 Lear’s putting them in power and in turn is necessarily followed by the 
' catastrophic results for all of them). For convenience we may phrase our 
problem thus: does Marlowe’s tragedy actually ha ve a “middle”? This 
question makes us consider two problems: 

' Marlowe has, strictly speaking, no “plot,” that is, no single action, con- 
tinuing from the first part of the play through the middle to the end, in 
terms of which we can see Faustus’s development. Hamlet at the start faces 
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a specific problem of revenge in Denmark, and he faces the same problem, 
with its ramifications, throughout the play; Macbeth seeks a throne, and 
his search leads to every other action throughout the play. But Fau stus is 
not involved in a single situation which organically evolves to fom TtKe 
rest of the play. He gets his power, but th en the a ction seems to st op; he is 
not engaged m some project w hose developmen t is t he ne xt phase of the 
plot. So the author must initiate a new actionJm -which. _we_ see Faustus 
using his power; in this sense the middle does .not “necessarily follow” 
from the beginning! Likewise none of the actions in which we see Faustus 
using his power determines the ending; that is, there is no dnection con- 
nection between, say, the horse-courser episode and Faustus’s being carried 
ofF by the devils. The ending seems rather to spring directly from the early 
pa it of the play: Faustus is carried off by the devils because he made a 
bargain with the devils. 

The second phase of the problem of the middle has been implied by the 
pieceding paragraph! in showing how Faustus uses his power, the author 
invents not one new action, but several different ones, thus inc reasing our 
sense of the discontinuity in the middle. His structure 




(see Glossary). Now' episodes may be so used as to develop a plot, eacfi 
acting as an irreplaceable part of the line of action leading to the end; 
thus we have a “linear” construction. But the middle of Doctor Faustus 
' is not linear, the scenes are rather like separate radii from a single center, 
each illustrating in its own way Faustus’s use oFpower. After each one we 
have to go back, meet new characters, and start all over again. ] 

These structural difficulties, as well as weaknesses in the piose scenes, 
have led to the theory that another wiitcr has revised Mailowe’s original 
play; Dr. Paul Kocher believes that this reviser was Thomas Nashe. But 
we must ’deal with the play as it exists, and the question is whether a case 
can be made for the middle scenes of the play — whether they have a 
structural function^LOne thing seems sure: the author or authors did recog- 
nize the problem — namely, that the presentation of the mere making and 
fulfilling of a contract could not itself be effective drama. liThe end would ’ 
grow out of the beginning; the conclusion would be foregone. Realizing 
this, the author has taken at least two steps to make the middle functional, 
that is, dramatically related to beginning and ending: f 

1. 'There is an obvious effort to present a conflict rather than a mere 
record of events. The clash within Faustus, which appears both in his serious 
inner disturbances and in his clashes with the devils, grows stronger rather 

1 than weaker after he has decided to practice magic and thus suggests that 
I the decision itself — to practice magic — is a starting point rather than a 
| final determining act. Further, the devils’ great fear of losing him indicates 
that he still retains freedom of choice. If the contract is not unbieakable, 
it is not the making of the contract but the subsequent conduct of Faus,tus 
that determines the end. This leads us to the author’s second step: 

2. \The author presents Faustus as undergoing a deterioration of charac- 
ter which accounts in moral terms for the ending. If Faustus lost his soul 
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merely on legal grounds, the play could be no more than a kind of court 
record. But the spectacle of his decline gives probability, dramatic accep- 
tability, to the ending. The “middle” shows him as reaffirming his bargain 
and as making bad use of the power it brings him.^ 

These points require further consideration.! 


, 2 . FAUSTUS’S CONFLICT 

< 

Faustus’s inner conflict, upon which Marlowe mainly relies for dramatic 
force, presents a number of aspects for consideration: 

i( The first suggestion that there are two sides in Faustus is the appear- 
ance of the angels in Scene i. Here the conflict is only potential, but later it 
^ becomes actual; Faustus’s quarrel with himself is a continuing entity. The 
student should trace the fluctuations, which are one means of giving 
plausibility to the conflict.) 

2. Marlowe suggests the pervasiveness, the basic and in, evitable nature 
of the conflict by presenting it on three different levels. (First, it is pre- 
sented directly in soliloquy, a Renaissance theatrical convention (see Glos- * 
sary) on which Marlowe depends considerably in such scenes as i, iii, and 
xiv. Notice, also, further uses of soliloquy in v and vi. Second, Marlowe \ 
borrows from medieval drama the Good and Evil Angels, which we may ' 
consider as objectifications both of the conflicting elements in Faustus and 
of the principles of good and evil in the world. Do you think the angels 
“work,” or would Marlowe have done better to suggest the same meanings 
by presenting a conflict between actual persons, say different kinds of 
scholars? Or do the angels accomplish anything that human beings could 
not? In this connection, consider the use of the Old Man in xiii, a fairly 
complex character. It is clear that on one level he represents Faustus’s 
better self, like the Good Angel. What other meanings can you see in him? 
Why is he made an “old” man? What characteristics of age are to be 
attributed to him? 

P Third, Faustus’s conflict appears most strikingly as a conflict with the 
devils. Here again we find two levels: the devils are of course actual 
demons, infernal creatures; but we sense, at the same time, that they are 
embod ments of one of the conflicting forces within Faustus. As with the ' 
Angels, he must resist both inner and outer enemies. Now, the tension of 
this situation is enhanced by another complexity: Mephistophilis is para- - 
doxically both the ally and the enemy of Faustus. The situation would be 
much simpler, and less dramatic, if Mephistophilis were only a super- 
, natural errand boy, like Aladdin’s genius, or only an external enemy to be 
resisted. But for Faustus the especial complication of experience is that he 
cannot oppose the whole man to an outer enemy: he must resist not only 
the devils but also the demands of the part of himself that wishes for the 
■ pleasures to be provided by the devils: on the other hand, if he accepts the 
devils as allies, he must face his old beliefs, which are gradually making it 
explicit that his infernal ally is his destroyer. Thus Marlowe has hit upon 
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a technical device for exhibiting powerfully the destructive conflict in 
which Faustus finds himself. And it is clear, at the same time, that the 
play becomes something more than the record of the making and fulfil- 
ment of a legal contract. 

What is the significance of the contrast between Scene vi, where three 
devils oppose Faustus. and Scene xiii, where Mephistophilis alone controls 
him? Is the contrast dramatically effective? 

3. A final aspect of Faustus’s complex struggle is the irony with which it 
is piesented: Faustus sells his soul with complete certainty, has that cer- 
tainty shaken, and finally comes to another certainty, the antithesis of his 
earh flippant assurance. Unlike the villain of melodrama, Faustus does not 
become a hardened sinner; instead, his original resolve, heroic in its way, 
dissohes. As he is transformed from superman to Everyman, his authenti- 
cally tragic stature becomes evident. 

The irony is finally pointed in Scene iii: while Faustus denies all power 
above himself, Mephistophilis pointedly acknowledges his own subser- 
vience to Lucifer. He gives a lesson to the vain Faustus, who goes on 
with sophomoric jauntiness about ‘‘damnation” and “vain tnfles of men’s 
souls” and inquires in a detached, scientific way about Mephistophilis’s 
origin. Marlowe develops the scene most shrewdly: Mephistophilis, think- 
ing of his past, experiences a momentary renewal of his old love for Heaven 
and a sharpened sense of his present evil state (Marlowe in part applies the 
psychology of Boethius and Dante, “There is no greater sorrow than 
remembering, in misery, the happy times”). Thus Mephistophilis becomes 
more complex than a mere villain would be; for the moment he is far wiser 
than the callow Faustus. Marlowe pushes the situation to a brilliant para- 
dox: the stealer of souls, in a moment of spiritual concern recovered from 
his past, urges Faustus to save his soul; and the man with a soul, in the 
ignorance which he takes for supreme knowledge, throws away his soul 
and sneers at the weakness of his adviser. The tension continues wit! 
further irony: neither of them maintains his uncharacteristic position. 

/ 

S 3 . THE MEANING OF TAUSTUs’s EXPERIENCE : 

HIS DEVELOPMENT 

\) Faustus’s conflict, we have seen , lin ks the scenes in such a way as^tt 
create a continuous dr am a tic f orce. In a more subtle way the continuity if 
the product of an evolving commentary upon experience which becomes 
the more searching as the scenes progress; the episodes, in other words 
are not merely interesting episodes in the life of Faustus, such as we fine 
in some historical plays, but ( embod y a meaningful development of thf 
human being i_n ji certain type of situation. Faustus is a specialized Every- 
man, and' fthe g rowing symbolic force of his actions compensa tes for th< 
absence of the conventionaPdramatic structure^ The middle scenes, wr 
find, make an important contribution to the total meaning.' 

Tiat meaning becomes apparent in a deterioration which morally justi- 
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fies the conclus ion. The deterioration is presented in terms of man’s q uest 
l or knowledge and pow er . Faustus makes an all-out quest fo r omniscience 
and omnipotenc e. But when the nature of true knowledge^ corne s Horn e to 
him, it is too late for him to do anything about it; and, after using his own 
great power badljfrlhe ends up completely in the power of evil. He is the 
victim ofji d ouble iron y. 

Scene i. Faustus, the universal scholar, casts aside as inadequate the 
existing forms ot knowledge. His climactic rejection of the.ology. sets up. 
the main irony of the play: he will not accept “The reward of sin is death” 
and “We must die an everlasting death.” Here he can possess that knowl- 
edge — free; yet by selling his soul he will only, in the end, gain overpowering 
recognition that it is true knowledge. we deceive ourselves,” he 

quotes from the New Testament as he goes on to become the victim of a 
c omp lete self-deception. He denies knowledge that acts as a brake upon 
Pis sense of power. 

Notice caiefully the language of the scene. Pick out the words and 
ohrases which suggest Faustus’s interest in power. Do the words he uses 
to discuss other fields of knowledge suggest his leaning toward magic even 
before he speaks of it directly? Is there any e-vidence that he cannot forget 
about God and Heaven and everlasting life as easily as his denial of 
“divinity” might suggest? Examine his speeches carefully for evidence on 
this point. What is the significance of such lines as “necromantic books are 
heavenly” and “A sound magician is a mighty God”? 

Scene -Hi. Faustus’s denial of logic (i, 6 fF.) shows itself ironic ally i n 
Faustus’s logical inc onsistency. The "very oath with - which he summons^ 
Mephistophilis invokes t he aid of the Go d whose doctrin e he has den ied - 
i.e., man’s quest "for "power leads him counter to both theology and logic. 
The fact that! ne has invoked the d evil by “anagrammatizing” God’s name 
“ forward andhackward ” ou ght to suggest to Pa i Tstus that he Is not really 
escaping God, and that magiejs jiot_ an independent moral realm where he 
can” Irresponsibly enjoy self-indulgence. Further, he should consider the 
attitude of"Mephistophilis to the deity and to men’s souls — an attitude 
which Marlowe sets down in fine ironic contrast tt> Faustus’s own. 

Trace the verbal evidence which suggests that Faustus is becoming in- 
toxicated with his new sense of power and is therefore incapable of ciear^ 
Th i n k i n g 7"an d,~i n de ed . willi ng_to .tlrrow -important problems ouy of the 
wind ow. Consider especially Faustus’s last two speeches. What connection 
can you find between the language of this scene and that of Scene i? Is the 
idea of eternity still conspicuously present? What is suggested by Faus- 
tus’s jauntiness? What is the source of dramatic tension at this point? 

Scene c. What is most obvious here is^he heightening of the tension as 
the older heritage in Faiistusjs character begins to reassert itself in opposi- 
ti on to his new ciuest of power, and to appear in constantly more overt 
ways. The tension is increased by irony: Faustus reasons away his doubts 
and th e Gocfd Angel’s arguments, 'but he tails to reason about the signifi- 
cance of his needing supernatural aid in conveying his soul (a fact which is 
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very concretely dramatized) — namely, that it is not his to give away. Now- 
F.austu&’s ignoring what he wants to ignore — repressing it, as we have 
^Kearned to say today — results in certain psychological disturbances, in his 
v “seeing things” ( 1 . 76 fF.). What does Mephistophilis do to “cure” 
\ Jatefus ? 

The most powerful words in the scene are those with which Faustus in- 
dicates completion of the contract— j-Consuminatnm est, “It i s fini shed,” 
-‘'the_very words which Christ used on the cross j What are the clear ironic 
contrasts between Faustus’ s giving up his soul and Christ’s dying on the 
cross? At a deeper level, however, docs Faustus’s use of the words not show 
the action of his unconscious and, therefore, reveal his serious inner split? 
Here he gives testimony to the hold of the Christian world-view upon 
him; willy-nilly he belongs to a world of which redemption is a cardinal 
fact. Consciously he may deny that world, but he cannot escape it. 

This is the state of the problem of knowledge which was the starting 
point of the play; even as Faustus__is_ more thoro ughly committed than 
ever to power-knowledge, the old knowledge keeps forcing itself uponTfim. 
What are the implications of his inquiries about hell? Consider, in this 
connection, Faustus’s reasoning in iii, 65. Of the two books which he 
secures from Mephistophilis, which one, in the light of subsequent de- 
velopments, is more interesting to him? What contribution is made to the 
\ meaning of the play by Mephistophilis’s statement of the value of souls to 
A- him? By his comparing a woman’s beauty to that of “Lucifer before his 
. fall”? 

Scene ft. The dramatic tension is heightened further as the psychological 
undercurrent which we have observed in Faustus grows stronger. Why do 
the Good and Evil Angels appear twice in this scene? Why do three devils 
appear to Faustus in the middle of the scene? 

The student should observe the language pattern which first ties the 
scene to the preceding ones and then bears the major weight of the scene 
itsell. Note how the talk of “heaven” in the early part of the scene estab- 
lishes a tie with Scenes i, iii, and v and at the same time shows us the other 
element in Faustus that he cannot get rid of. But note especially the 
subtle use of the pattern in mid-scene, where Faustus’s uncontrollable 
concern with heaven takes the form of an apparently detached discussion of 
the heavens. And what lies beneath the surface comes out when he suddenly 
. asks, “ Tell me who made the w orld.” This is the cr isis of the play_asMar 
\ as_the central_problem of knowledge is concerned.. First we realize that for 
. Faustus the power-knowlecfgelor which he has given up everything is not 
• enough; the eternal problems of the mind and spirit, whose reality he had 
" denied, keep pressing back upon him. Ironically, he had long ago had an 
answer to the question which he now asks. The final irony is that now he 
can get no answer — a situation full of meaning. For Faustus can tell, from 
Mephistophilis’s protective attitude to “our kingdom,” that there are 
conflicting forces in the universe, a fact which by implication he had 
Jenied. And the ultimate truth is that knowledge depends upon point of 
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view, upon attitude toward the materials of knowledge: Faustus has 
adopted the wrong point of view; his premises are wrong. He wants “power- 
knowledge” to give him knowledge of final, universal truth. 

It is just at this moment that he has a bitter flash of recognition, like 
that which had led to his Constunmatum est in Scene v; but this time it is 
open and entirely undisguised. “Think . . . upon god that made the 
world,” he says, and he comes closer than at any other time to breaking 
his contract. Thus we can see the play dramatically advancing: Faustus’s 
ultimate fate becomes the more meaningful as he struggles, but still is 
unable, to conquer his passion for power. 

The parade of the Sins aftefT 7 austuF"has reaffirmed his loyalty to hell 
permits too great a reduction of tension, £nd this part of the scene is rather 
insipid. But does the scene have a dramatic function? Why do the devils 
introduce the Sins? Do they treat Faustus in a similar fashion earlier in 
the play ? Does the exhibition of the Sins have, as might be expected, any 
moral significance? What is ironic about this situation? In one sense the 
Sinsmaybe said to be_the kijnd of knowledge the d e vTls~ea_n_ give, and 
Faustus seems pleased" with~it. Is there anything ironic in this? Is such 
knowledge like that which he seeks earlier? If, then, this part of the scene 
may be said to be valid in conception, how might the author have given 
it more force and vitality? 

The student should note the excellent irony of Faustus’s lines before 
and afteFtfis Sins’ parade. Before, he savs it will be as pleasing to him “As 
Paradise was to Adam the first day.” How is this line— in its imaginative 
evocations — related to other lines in the play — for instance, v, 74? What 
contrast does it suggest between Adam and Faustus? And, at the same 
time, what similarity between them? Did Adam also face a problem of 
knowledge? Afterwards Faustus exclaims, “O might I see hell, and return 
again. How happy were I then!” What are the ironies in this speech? Does 
it in any way add to the suggested parallel with Adam? 

At the end W’agncr says that Faustus is studying astronomy; that is, the 
‘ heavens are still on his mind. But we see him asking no more questions: he 
no longer seeks final truths. His quest for knowledge is ended: from now on, 
until the last two scenes, he simply exercises power. When we recall that 
“all power corrupts, and absolute power corrupts absolutely,” we expect 
deterioration. ' Tj J- 'W-tx 

Scenes vii, x, xi, xii. Here we see Faustus, having given up the quest for 
kilowledge (except for the brief statement of the Chorus that he is skilled 
in astrology, an undramatic suggestion of his continuing interest in the 
heavens), merely exercising power. Note precisely what he does with his 
power in eaefi of the scenes. Does he use it well? How does this Faustus 
compare with the earlier philosophical Faustus? Do these scenes constitute 
a commentary on Faustus’s bargain with the devil? Do we feel that 
Faustus has driven a good bargain? Do these scenes also constitute a com- 
mentary upon man’s use of power generally? Do the scenes suggest any- 
thing to us about the relationship between the value of power and the end 
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for which it is used? What is the symbolic value of the class of people 
for whom Faustus performs? Does he ever use his power in behalf of the 
humble, or of the intellectually and spiritually distinguished? 

Justus’s earlier qual ms are noticeably missing. Does this fact help 
show the development of his character? How may we account for the 
absence of qualms? May it he said that the exercise of power is in itself a 
kind of intoxication? Is there any reason why Faustus’s intellectual quest 
in the earlier part of the play should be more likely to stimulate his con- 
science than his present activities are? 

Only in the middle of Scene xi ( 1. 52 ff.) is there a slight indication of 
a break in his enjoyment. What are the ironic implications of his question, 

“. . . what, dost think 1 am a horse-doctor?” Of “Tush, Christ did call 
the thief upon the cross” ? How is the latter related to his use cf consumma- - 
( turn esi in Scene v? Do these few lines suggest a kind of fatal triviality in 
Faustus? Or might Marlowe — or his reviser — profitably have lengthened 
the passage? 

In these scenes, also, the structure is markedly episodic. There is not a 
\ conti nuous nar r ative pattern, but new cha racters and new situations keep" 
coming up and disappearing. The dangeFTs that the reader will - feel a 
series of minor, separated impacts instead of the single major impact of an 
integrated work. How serious is that danger here? Do these four scenes 
act as isolated units loosely held together by the fact that they all have the 
same central character? Or are there other ties? Is there a unity of theme 
overshadowing the fact that they are separate little adventures? Is there a 
common symbolic significance that counterbalances the separateness? 

Scene Alii. This is a unifying scene in that it brings together the four 
scenes just discussed and the earlier scenes in the play. As in Scenes vii, x, 
xi, and xii, Faustus is using his power to do favors — though this time for 
his fellow scholars. What is the effect of this difference? What is the con- 
trast between Faustus and the scholars? At the same time that he is using 
power, Faustus is also, as early in the play, suffering his inner conflict — 
verging on repentance, falling short of it, and sliding deeper into perdition 
than ever. Does Faustus come as close to repentance here as in Scene vi? 
How can you tell? What is the significance of this? What is shown by his 
calling the Old Man “Sweet friend” and then applying the same term to 
Mephistophilis? What is shown by Faustus’s sudden hatred for the Old 
Man? Why does Mephistophilis want Faustus to commit suicide? 

Note the careful structure of the scene: Faustus’s pangs of conscience 
? \occur between the two appearances of Helen, so that there is an ironic con- 
trast between them. To the Scholars the mere sight of Helen is an unalloyed 
^pleasure, but for Faustus the gratification of desire with the traditionally 
most beautiful woman in the world is less an ecstasy' then a need, indeed, 
a narcotic: it must “extinguish clean / These thoughts that do dissuade 
me from my vow ... to Lucifer.” He cannot have his pleasure undiluted: 
he has sold out to get the power that he must now use to help him forget 
that he has sold out. But before going further, we should note the complex 
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is still true that Scenes vii, x, xi, and xii leave us with a considerable feeling 
of dissatisfaction.. There is too m uch of the farcical in the piesentation of a 
very serious mat te??. The triviality of Faustus is of course likely to produce 
someTight moments, but we feel that there ought to be some contrasting 
material in the scenes, some more serious point of view by which the 
author may make clear his attitude to Faustus’s conduct. Perhaps some 
such material dropped out in the process of revision. So we find in these 
scenes an unusual technical situation: the protagonist’s conduct cleaily 
deman ds a c e rtain a ttitude i n the author, ari"d yet there is no oveit evidence 
that such a n attitude e xists. "The'authbr seems to enter too wholeheartedly 
into the tomfoolery, as though the farce were an end in itself, and as if he 
had no responsibility foflndicatmg its meaning. How might he have reme- 
died this defect? Alight he have shown us more of the inner development of 
Faustus? How might such a character as the Old Man have been utilized 
here ? 


v-'' 5. THE TINAL SCENE 

Mailowe has written a v eiy effective ending. Faustus is again in the'' 
woild of scholars >Avi th which heTiad once Been dissatisfied but^wheie he - 
w ould n ow gladly stayf we Have the 9 romc contrast" of the stay-at-home ’ 
scholar s Tvfio have kept their souls and the more daiing one who has 
ranged IHe .world andjost. everything. Note other details of this ironic 
contrast. 

The Extreme tensi on of the final soliloquy springs from the inability of a 
paralyzed will to respond to desires of maddening intensity: “O, I’ll leap 
up to my God ! Who nulls m e d own ?” NoteAhe con creteness of the imagery ‘ 
throughout the passage. Note j:he caiefuK^ise of the time element to 1 
heigh ten the intensity. Note the pervasive iiony, especially that of the line 
which Faustus quotes from a love "poem by Ovid: “Horses of the night, run • 
slowly, O slowl) .” The oiiginal speaker was a lover in the aims of his mis- 
tress, hoping for a taidy auival of the morning which will end his ^cstasy. 
Faustus, however, prats not for a continuation of ecstasy but forc'd delay_ 
of the tortures which even in anticipation make the present almost unbeat- 
able. Note the heightening of his terror, which leads him to think up 
desperately ingenious devices for punishment which will be all-horrible 
' yet fall short of eternal damnation. Note, finally, the'Vetails of the 
language of the scene and the relation of the language to the total meaning 
of theTplay. Find the words which reflect the idea of eternity, and observe « 
how they continue a theme from the early scenes of the play. Note the. 
constant antiphony of the words heaven and hell, which underscore the 
double reality that Faustus had not wished to recognize (cf. iii, 65). Note 
the constant repetition of the word soul and compare this with Faustus’s 
idea expressed in iii, 67. Observe how these regular word patterns are a 
further way of organizing the materials of the drama as a meaningful 
whole. 
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6. Dr. Faustlis AS TRAGEDY 

Define considering Dr. Fait tins as tragedy, the student should review the 
remarks made on tragedy in the analyses of Everyman (p. i io), The Lon- 
don Merchant (pp. 1S2-3, iSS), and Rosmersholm (pp. 312-314), and in 
the Glossary. 

Is Faustus a satisfactoiy tragic hero? If the student will glance at points 
ii and 12 in the outline of Aristotle’s Poetics in the Glossary, he will find a 
jesiyiption of the tragic hero which seems to fit Faustus. We do have a 
ouhle feeling about Faustus: we recognize that 'he merits his punishment, 
that is, that he has a “ flaw”; but we pity h im as we can pity onl\ a “good” 
man. ThaFTsHt here a re conflictin g elements in hi s ma ke-up. and we have 
seen him struggle between them. 

'Perhaps the most interesting question is this: in what sense is Faustus a 
“good” man, that is, one “.whose misfortune is brought about not by vice 
and depravity”? First of all, faustus does not do certa in things that would 
evo ke our hatred and revuliianpthaugh he says he wants power “TcTslay 
inline enemies, and aid my friends, ^ do not see him sla\ ing enemies or 

acting cruelly or treacherouslv^ He wants to “live in all voluptuousness,” 
but actually we see almost no unrelieved sensuality, his pass ion for Helen 
is certainly not common place a ndjsordid, Put involves rather a. kind of 
quest, somet hing more than _a_njdrg search for another mistiessJPau stus i s 
not un faithful to his friends : he is not u ngenero us; in Scene xiv, even under 
ternEIe pressure, he i s consider ate of his friends. Faustus never desires evil 
as such; rather he forgets the goodSHe is n ot so muc h vicious as misguided. 
If Faustus can for a while deceive himselt by deadening his moral sense, ’it 
K Ultimately comes back to him in a very powerful form. AndXauslus is an^ 

- -imaginative man, a “big” man, not a petty and contemptible one; he has 
jit xagic gr andeu r; only a “ big' J man coufd~be thoroughly damned. 

~ Unlike Barnwell, Faustus faces a moral issue alone; the play is not 
cluttered up by external matters such as the s£gte of society and the emo- 
tions of observers. The structure of the play." Ihe use of only t wo m ajn 

- characters, is a way of stressin g the fa ct that the problem is private and 
spiritual. Marlowe omits the pity of others' and the praise of Faustus’s 
virtues. 

Faustus, we have said, is a kind of Everyman; yet there is a sharp differ- 
ence between this play and Everyman. Both, of course, deal with the prob- 
lem of human beings who have made seriou s mistakes with regard to 
values, and both protagonists undergo penance for their erro rs. But Every- 
man’s error is caught in time; he'~hasthe will to draw back and does draw 
back; the final stress is upon his achievement of heavenly rewards. In 
Everyman penance is an incident. In Faustus penanc e — here_an.unmitigable 
jmnishmfint — i s the final uncompromising reality. Why? Because Marlowe, 
in his study oFTiuman potentialities for casting off all restrictions and grati- 
fying the individual will, reaches a more profound and searching level. 
Marlowe goes to the bottom of things in identifying and bringing to light 
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the quality in Everyman which makesjym, despite his awareness of strong 
persuasive forces, unable to draw back. Marlowe’s Everyman is daring and 
heroic; yet he has a familiarity and universality that make h im eminently 
r ecognizabl e. In him we see the p er enni al human aspnration to reconstruct 
a universe in~ter ms that will give the human being unlimited power with 
unlimited irres pon sibility — indulgence without retribution. It is human 
both to aspire and in aspiring to lose sight of the limitations of humanity. 
\1 . Here is the center of the tragic irony . As in Sophocles’ Oedipus, which we 
shall read later, the protagonist gradually becomes aware of a truth that, 
if he had had less self-assurance, less rashness, he might have recognized 
earlier.'^But when man aspires beyond his own p ower, he becomes incon-* 
sistent and illogical^Faustus denies the supernatural but at the s ame time 
invokes the supernatural. He sells his soul — this is either to admit its 
reality or to try to tr ick the devil , wh ich wo uld s ee m very TasH Tn view of 
the devil's manifest power. But gradually he recognizes his error and under- 
stands that the d e vil impli es God. He realizes t hat he has victimized himself. 

Faustus, then, is the tragic hero-^ thc- struggling, representative man 
wh o is e rring rathe r than vicious. Marlowe, ( it is worth noting, makes a 
final vigorous case for his “goodness,” that is, for his abili ty to recover his 
. insight into values which had lost their_powerj:o motivate Tiis conduct. 
Suppose he had denied them; we would then no longer have the tragic 1 
hero, for error would have become principle, _and the tragic flaw the whole 

Hr-'’ " 


spiritual reality. Ctii y 

FURTHER QUESTIONS ON Dr. Faustus 


I. Scenes ii, iv, viii, and ix are clearly what is called “comic relief,” 1 
that is, materials added to entertain the members of an audience who find 
thte tragic mode too exacting. The problem, with regard to such materials, 
is 'always to disfifiguisKl between “comic relief” which does nothing but 
afford a change of tone and theme, probably to the detriment of the unity 
of the work, and “comic relief” which is an integral part of the play, a 
kind of variation upon the theme of the play in a different tone. Tiy to 
determine into which category each of these scenes fits. Of the comic chai- 
acters, which one has also some part in the serious scents? Is theie am thing 
in Scene ii which has to do with the main plot? How main lines in Scene iv 
deal with the subject of the main plot? What is the relationship of the con- 
juring in Scenes iv, viii, and ix to that of the main plot? Is there any sug- 
gestion here of the influence of Faustus upon the people around him? Do 

1 “Comic relief” is at best a dubious term As generally used, it seems to tni|.l\ th.n c\en 
a fiist-iare dramatist such as Shakespeare deliberately inrcirupts the main diamatic business 
upon winch he is emraitcd to introduce playful urelevancics that will “ relieve" the tension. 
Some, thine, of this kind may conceit ablv happen in inferioi theatrical e nleitainmcnts But in 
first-rate drama an apparent shift to comedy will be taken at face value only by a naive audi- 
ence or leader. In Shakespeare this “relief” will usually be found to be an important varia- 
tion of the main theme, one which makes just as real and just as strong demands upon the 
readu as any other part of the play. 
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they seem improved by the new skills which are available to them? Are 
there any contrasts which help underline the meaning of the main plot? 
Compare, for instance, Faustus’ desire for Helen ofTioy with Robin’s fot 
‘‘all the maidens in our parish” and Ralph’s for Nan Spit. 

. 2. In discussing Everyman we commented upon the play as parable, 
pointing out the ways in which the dramatic rendering of a theme is richer 
and mote complex than a direct, didactic statement could have been. 
Dr. Faiistas is like Everyman in that it has a theme which might be stated 
faitly simply and directly. Is it a simpler or a more complex play than 
Everyman? Why? Does it, like Everyman, contain any elements that seem 
purely didactic in intention? What matters does it go into which it might 
omit if the writer’s intention were purely didactic? 

. 3. Several times in the play Marlowe uses a Chorus. What is its func- 
tion ? By comparing the lipes of the Chorus in this play with those of the 
Chorus in Sophocles’ OeStpSIf which follows, the student will be able to 
see how little of the original function of the Chorus is left in the 1590’s. 

4. Study the language of Faustus’ soliloquy after the Good and Evil 
^"Angels disappear in Scene i. What does it show about his state of mind? 

Does it suggest that he will use his power well? What is suggested by the 
frequent repetition of the pronoun 7 ? 

5. What is the significance of Faustus’ use of the verb die in his last 
speech in Scene i? Should it remind us of anything else in the scene? 

6 . Analyze Faustus’ final speech in Scene hi. W^at does it show about his 
state of mind? Is the passage reminiscent of any passage earlier in the play? 

7. Note the recurrence of the word soul in Scenes iii and v? How does 
the word help connect the scenes with the rest of the play? What is sug- 
gested by the constant repetition of the word? 

8. We have already spoken of the antiphony of hell and heaven in 
Scene xiv. Note the preparation for this antiphony in the language of 
Scenes v, vi, and xiii. 

s. '9. Could Scenes vii, x, xi, and xii be arranged differently? If so, what 
else do we learn from this fact about the structure of this part of the play? 

10. Why is Wagner presented as naively failing to understand Faustus’s 
carousing and swilling before his death? 

N-Mj.i. What is the function of the Old Man at the end of Scene xiii? 

Why is the final scene more than a melodramatic thriller? 

13. W’hat kind of meaning might this play have — if any — to a reader 
who could not accept the religious framework? Would it be necessary for 
such a reader to dismiss the play as simply a rather competent presentation 
of an obsolete way of looking at life? 

TURTHER READING 

/ For a fuller discussion of some of the points raised here see Robert B. 
/ Heilman, “Th e Tra gedy of Knowledge: M arlowe’s Tre atmen t of Fau stus,” 
Quarterly Review of Literature, H (1946), 316-332. 
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4 . Sophocles, Oedipus the King 

EDIPUS THE KING (430 b . c . or 415 b . c . has b een con- 
jectured as its date) is usually regarded as Sophocles’ 
masterpiece, and, indeed, by many as the masterpiece 
of all Greek tragedy. In this connection, it may be of significance that 
Aristole, in his Poetics, refers to Oedipus the King more frequently than 
to any other play in illustrating his comments on the nature of tragedy. 

Before reading the play, the student would do well to read for reread) 
the sketch on classical drama Ipp. 701 ff., for an account of the way in 
which a Greek drama was staged. There are other matters which the 
student ought to know before embarking on the play — matters with which 
Sophocles could assume his audience was familiar. 

Many years before the time represented by this play, Oedipus as a 
young man and a stranger had come to Thebes to find the Theban king, 
Laius, recently dead and the city devastated by a monster, the Sphinx. To 
all, she propounded the riddle: \Vhat Js that which first goes on four feet, 
then on two, then at last on three, yet is weakest when it uses most feetl. 
The - Sphinx could be exorcised only by a man who could answer the riddle. 
Oedipus answered correctly that the creature was man, who first crawls 
on all fours, then walks on two feet, and at last must support himself with 
a staff. At his answer, the Sphinx hurled herself off the rock on which she 
crouched, and was killed. The city, in gratitude to its savior, offered the 
crown to Oedipus, and he became king of Thebes, marrying Jocasta, the 
widow of the slain Laius. 

Oedipus has reigned in prosperity for many years when now, as the play 
opens, his people come to beg him to save the city once more from a plague 
which has overwhelmed it. 

OEDIPUS THE KING 1 

CHARACTERS 

First Messenger, a shepherd from 
Corinth 

A Shepherd, formerly in the service of 
Laius 

Second Messenger, from the house 
Chorus of Theban Elders 

Mute Persons 

A train of suppliants (old men, youths, and children) 

The children Antigone and Ismene, daughters of Oedipus and Jocasta 

1 The Jebb translation. There is some.modernization of vocabulary and idiom. 


Oedipus, King of Thebes 
Priest of Zeus 
Creon, brother of Jocasta 
Teiresias, the blind prophet 
Jocasta 
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{ \BcfoT ill palace of Oedip tr at It is not ns deeming you ranked with 
Du j In fro i if the palace there is u gods tli it I and these children ue sup- 
altar of Zt us l group of old me , plnnts it vour he irtli, but is deeming 

\ouths, a d \ j mg childr u are gatuend sou hrst of men, both m life s eommon 

arutt id tlu altar m th attitude of s tppli- 5 chances, ind when mort ils h i\e to do 

a its Th \ an dressed in vlnte and hold with more thin mm seeing that you 

oli e bra iches in their hands The palace cime to the town of C ldmus, ind did 

do 01 (pen, Otdip is enters, in the lobes free us from the tix *h it we rendered 

ot 1 u g and speaks to the h ird songstress, ind tins, though 

royou knew nothing from us th it could 

0 ' t> s \Iy children, latest born to help you, nor had been schooled, no, by 

C. ldmus who w is of old, why are you a god’s aid, it is s ud ind believed, did 

set before me thus with wreathed you uplift our life 

br u dies of suppliants, while the city And now, Oedipus, king glorious in 
reeks witn incense, rings with players 15 all eyes, we beseech you, ill we sup- 
for he dth nd cries of woe I considered pliants, to find for us some succor, 

it unfitting rm children, to hear these whether by the whisper of 1 god you 

things from the mouth of others, and know it, or perhaps as in the power of 

line come hither myself, I, Oedipus, man, for I see tint, when men haiie 

renow aed of all 20 been pros ed in deeds p tst, the issues 

fell me, then, \enerable man — since of their counsels, too, most often have 

it is your natural part to spe 1k for these effect 

— in what mood are you pi iced here. On, best of mort ils, again uplift our 
with what drea 1 or wh it desire Be sure state 1 On, guard your fame, since now 

that I would Jullv gt\c ill aid, hard 25 this land calls you sanor for your 
of heirt woul l I be, did I not pity such former zeal, ind neser bt it our memory 
suppliants is these of your reign that we were hist restored 

Trust f Zc 1 f N ly , Oedipus, ruler of and afterward cast down n iv, lift up 
m\ land, you see of what years we are this state in such a w ly that it m ly fall 
wl o bes"t \our alt irs — some, nestlings 30 no more 1 

still too tender for flight, some, bowed With good omen you ga\e us that 
witn age, priests, as I of Zeus, and these, past happiness, now also show yourself 
the chosen youth, while the rest of the the same h or if you are to rule this land, 
folk sit with wreithcd branches in the ei en as y ou ire now its lord, it is better 
marketpl ices, ind before the two shrines 35 to be lord of men than of 1 w iste, since 
of P ill is, and where Jsmcnc give-, an- neither w died town nor ship is any- 
swer b\ fire thing, if it is sold and no men dwell 

1 or the city, ■'s you yourself see, is within it with vou 

now too sorely vexed, and can no more Oedipus Oh my piteous children, 
lift her head from beneath the angry 40 known, well known to me are the desires 
w is es of death, a blight is on her in the wherewith you have come, well know I 
fruitful blossoms of the land, in the that you suffer all, yet, sufferers as 
her Is among the pastures, in the barren you are, there is not one of you whose 
p mgs of women, and above all the suffering is as mine Your pain comes on 

fl mu _ -,od, the malign plague, has 45 each of you for himself alone, and for 

s in d on us, and ravages the town, no other, but my soul mourns at once 

by \ ho 11 the house of Cadmus is made for the city, ind foi myself, and for 

waste, but dark Hades rich in groans you 

and tears So that you rouse me not, truly, as 

50 one sunk m sleep, no, be sure that I have 
wept very many tears, gone many ways 


"Tin 'c„endary founder of Thebes 
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in wanderings of thought. And the sole Creon: By banishing a man, or by 
remedy which, well pondering, I could bloodshed in payment of bloodshed, 
find, this I have put into act. I have since it is that blood which brings the 

sent the son of Menoeceus, Creon, my tempest on our city, 

own wife’s brother, to the Pythian house S Oedipus: And who is the man whose 
of Phoebus, 3 to learn by what deed or fate he thus reveals? 
word I might deliver this town. And Creon: Laius, king, was lord of our land 

already, when the lapse of days is before you were pilot of this state, 

reckoned, it troubles me what he is Oedipus: I know it well — by hearsay, 

doing; for he delays strangely, beyond iofor I never saw him. 
the fitting time. But when he comes, Creon: He was slain, and the god 
then shall I be no true man if I do not now bids us plainly to wreak vengeance 
do all that the god shows. on his murderers, whoever they may 

Priest: Nay, in season have you be. 
spoken; at this moment these sign to 13 Oedipus: And where are they upon 
me that Creon draws near. the earth? Where shall the dim track 

Oedipus: O King Apollo, may he of this old crime be found? 
come to us in the brightness of saving Creon: In this land, said the god. 
fortune, even as his face is bright! What is sought for can be caught; only 

Priest: Indeed, to all appearance he 20 that which is not watched escapes, 
brings comfort; else would he not be Oedipus: And was it in the bouse, or in 
coming crowned thus quickly with the field, or on strange soil that Laius 
berry-laden bay. met this bloody end? 

Oedipus: We shall know soon; he is Creon: It was on a visit to Delphi, as 
within hearing distance. [ Enter Creon.'] 25 he said, that he had left our land; and 
Prince, my kinsman, son of Menoeceus, he came home no more, after he had 
what news have you biought us from once set forth. 

the god? Oedipus: And was there none to tell? 

Creon: Good news. I tell you that even Was there no comrade of his journey 
troubles hard to bear, if by chance all 30 who saw the deed, from whom informa- 
goes well, will end in perfect peace. tion might have been gained, and used? 

Oedipus: But what is the oracle? So Creon: All perished, sate oni who fled 
far, your words make me neither bold in fear, and could tell for certain only 
nor yet afraid. one thing of all that he saw. 

Creon: If you wish to hear while these 35 Oedipus: And what was that? One 
are present, I am ready to speak, or else thing might show the clue to many, 

to go within. could we get but a smali beginning for 

Oedipus: Speak before all. The soriow hope, 
which I bear is for these more than for Creon: He said that robbers met 
my own life. 40 and fell on them, not with the strength 

Creon: With your permission, I will of one man, but with very many hands, 
tell what I heard from the god. Phoebus Oedipus: How, then, unless there was 
our lord bids us plainly to drive out a some trafficking in bribes from here, 

defiling thing which, he says, has been should the robber have dared thus 

harbored in this land, and not to harbor 45 far? 

it so that it cannot be healed. Creon: Such things were surmised, 

Oedipus: By what rite shall we cleanse but, Laius once slain, amid our troubles 
ourselves? What is the manner of the no avenger rose. 

misfortune? Oedipus: But, when royalty had fallen 

50 thus, what trouble in your path can 
3 The oracle- of Phoebus Apollo at Delphi. have hindered a full.search? 



S46 SPECIAL STUDIES IN THE TRAGIC MODE 


Creor: The riddling Sphinx had made 
us let dark things go, and bade us think 
of what lay at our doors. 

Ot dip i : Well, I will start afresh, and 
once more make dark things plain. 
Right worthily has Phoebus, and 
worthily have you, bestowed this care 
on the cause of the dead; and so, as is 
fitting, you shall find me too leagued 
with )’ou in seeking vengeance for this 
land, and for the god besides. On behalf 
of no far-off friend, no, but in my own 
cause, shall I dispel this taint. For who- 
ever was the slayer of Laius might wish 
to take vengeance on me also with a 
hand as fierce. Therefore, in doing right 
to Laius, I serve myself. 

Come, hasten my children, rise from 
the altar steps, and lift these suppliant 
boughs; and let some other summon 
hither the folk of Cadmus, warned that 
I mean to leave nought untried; for our 
health, with the god’s help, shall be 
made certain — or our ruin. 

Pnett: My children, let us rise; we 
came at first to seek what this man him- 
self promises. And may Phoebus, who 
sent these oracles, come to us there- 
with, our savior and deliverer from the 
pest. 

[A \eunt Oedipus and Priest. Enter 
Choi us of Theban elders .] 

Chor is: [_Singingd\ 

Strophe i 


guardian of our land, Artemis, who sits 
on her throne of fame, above the circle oj 
our slgora, and on Phoebus the Jar- 
darter: 0 shine forth on me, my three-fold 
S help against death! If ever aforetime, to 
halt a ruin hurrying on the city, you drove 
a fiery pest beyond our borders, com 
now also! 

:o Strophe 2 

Woe is me, countless are the sorrows I 
hear; a plague is on all our host, and 
thought can find no weapon for defense. 
! j The fruits of the glorious earth grow not; 
by no birth of children do women sur- 
mount the pangs in which they shriek; 
and life on life may you see sped, like 
bird on nimble wing, aye, swifter than 
zo resistless fire, to the shore of the western 
god. 


Antistrophe 2 

By such deaths, past numbering, the 
2 $ city perishes; unpitied, her children lie on 
the ground, spreading pestilence, with 
none to mourn; and meanwhile young 
wives, and gray-haired mothers with 
them, uplift a wail at the steps of the 
altars, some here, some there, entreating 
for their weary woes. The prayer to the 
Healer rings clear, and, blent therewith, 
the voice of lamentation; for these things, 
golden daughter of Zeus, send 11 r the bright 
35 face of comfort. 


0 sy Ci ily-spcaking message of Zeus, 
in what spirit have you come from golden 
Pytho to glorious Thebes? I am on the 
rack, terror shakes my soul, 0 Delian 
healer 1 to whom wild cries rise, in holy 
fear of you; what thing you will work for 
me, perchance unknown before, per- 
chance renewed with the revolving years. 
Tell me, immortal voice, born of golden 
hope! 

Antistrophe 1 

First I call on you, daughter of Zeus, 
divine Athena, and on yo/tr sister, 

♦Apollo, whose birthplace was Delos. 


Strophe j 

And grant that the fierce god of death, 
49 who now with no brazen shields, yet amid 
cries as of battle, wraps me in the flame oj 
his onset, may turn his back in speedy 
flight from our land, borne by a fair wind 
to the great deep of Amphitrite, or to those 
45 waters in which none find haven, even to 
the Thracian wave; for if night leave any- 
t hing undone, d ay follows Jo accom plish 
.this . O you who wieldTthe powers of the 
fire-fraught lightning, 0 Zeus our father, 
50 slay him beneath your thunderbolt! 
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A ntistrophe 3 

Lycean 6 King, gladly would I see your 
shafts also, from your bent bow's string of 
woven gold, go abroad in their might, our 
champions in the face of the foe; yea, and 

5 Theban, after Lycus, a legendary king 
of Thebes. 


the flashing fires of Artemis wherewith 
she glances through the Lycian hills. And 
1 call him whose locks are bound with 
gold, who is named with the name of this 
Stand, ruddy Bacchus to whom Bacchantes 
cry, the comrade of the Maenads, to draw 
near with the blaze of his blithe torch, our 
ally against the god imhonored among gods. 


QUESTIONS 6 

1. What is the tone of the first speech of Oedipus? In this connection 
examine the whole speech and particularly the line “I, Oedipus, renowned 
of all.” The speech is evidently that of a father of his people and it is a 
formal speech. What else does it suggest about the speaker? 

2. Notice that the priest in his formal supplication to Oedipus states 
explicitly that they do not deem Oedipus “ranked with gods” but the 
“first of men.” Yet does not the very carefulness of the priest indicate 
that there is a tendency to regard Oedipus almost as a divinity? 

3. What is the effect of having the priest remind Oedipus of his former 
victory over the Sphinx? 

4. At Creon’s return Oedipus dismisses his suggestion that he relate 
the oracle to him privately and asks that it be given in the hearing 
of all. What does this suggest about Oedipus’s virtues? About his confi- 
dence ? 

5. It is evident that Sophocles wishes to account for the fact that the 
investigation of the murder of Laius has been deferred for so long. Does 
Creon’s answer, “The riddling Sphinx had made us let dark things go, and 
bade us think of what lay at our doors,” account for the matter satisfac- 
torily? Does the play suggest that Oedipus was sufficiently ambitious to 
have accepted the proffered throne without asking too many questions? 

g =3^=g — “ 


[ Oedipus enters during the closing 
strains of the choral song. 2 

Oedipus; You pray, and in answer to 
your prayer — if you will give a loyal 
welcome to my words and minister to 
your own disease — you may hope to 
find succor and relief from woes. These 
words will I speak publicly, as one who 
has been a stranger to this report, a 


stranger to the deed, for 1 should not 
be as far on the tfack if I were tracing 
it alone, without a clue. But as it is, 
since it was only after the time of the 
5 deed that I was numbered a Theban 
among Thebans, to you, the Cadmcans 
all, I do thus proclaim. 

Whoever of you knows by whom 
Laius son of Labdacus was slain, I bid 
him to declare all to me. And if he is 


6 The questions on the different parts of Oedipus the King are always placed after the 
choruses. These mark divisions of the play which are comparable to those made by the 
act di\ isions of Roman and modern drama. 
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afraid, I tell him to remove the danger * will leave nothing untried in seeking to 
of the charge from his path by denoune- find him whose hand shed that blood, 
mg himself: for he shall suffer no heavier for the honor of the son of Labdacus 
penaltv than to leave the land, unhurt. and of Polydorus and elder Cadmus and 
Or if anyone knows an alien, from an- 5 Age^or who was of old. 
other land, as the assassin, let him not And for those who obey me not, ] 
keep silence; for I will pay his reward, pray that the gods send them neither 
and nn - thanks shall rest with him besides. harvest of the earth nor fruit of the 

But if you keep silence — if anyone, womb, but that they be wasted by their 
through fear, shall seek to screen friend 10 lot that now is, or by one yet more dire, 
or self from my behest — hear what I But for all you, the loyal folk of Cadmus 
then shall do. I charge you that no one to whom these things seem good, may 
of this land, of which I hold the power Justice our ally, and all the gods be 
and the throne, give shelter or speak with you graciously forever, 
word unto that murderer, whoever he is Leader of the Chorus: As you have 
be, make him partner of his prayer or put me on my oath, my oath, O king, 
sacrifice, or serve him with the lustral I will speak. I am not the slayer, nor 
rite; but that all ban him their homes, can I point to him who slew. As for the 
knowing that this is our defiling thing, question, it was for Phoebus, who sent 
as the oracle of the Pythian god has 20 it, to tell us this thing — who can have 
newly shown me. I am then in this wrought the deed. 

manner the ally of the god and of the Oedipus: Justly said; but no man on_ 
slain. And I pray solemnly that the eart h can force the gods to do what , 
slayer, whoever he be, whether his t hey will not. 

hidden guilt is lonely or has partners, 23 iea&vvTwouId gladly say what seems 
may evilly, as he is evil, wear out his to me next best after this, 
unblest life. And for myself I pray that Oedipus: If there is yet a third course, 
if, with my cognizance, he should be- do not hesitate to show it. 
come an inmate of my house, I may Leader: I know that our lord Teire^as 
suffer the same things which just now' I 3 ° is the seer most like to our lord Phoebus; 
called down upon others. And on you I from w'hom, O king, a searcher into these 
lay it to make all these wrords good, for things might learn them most clearly, 
my sake, and for the sake of the god, Oedipus: Not even this have I left out 
and for our land’s, thus blasted with of my cares. On the hint of Creon, I 
barrenness by angry heaven. 33 have twice sent a man to bring him; 

For even if the matter had not been and this long while I marvel why he is 
urged on us by a god, it was not fitting not here. 

that you should leave the guilt thus un- Leader: Indeed, the rumors are but 
purged, when one so noble, and he your faint and old. 

king, had perished; rather were you 40 Oedipus: What rumors are they? I 

bound to search it out. And now, since look to every story. 

it is I who hold the powers which once Leader: Certain wayfarers were said 

he held, who possess his bed and the to have killed him. 

wife who bore offspring to him; and Oedipus: I, too, have heard it, but 

since, had his hope of issue not been 43 none sees him who saw it. 

frustrated, children born of one mother Leader: Nay, if he knows what fear is, 

would ha\e made ties betwixt him and he wall not stay when he hears your 

me — but, as it was, fate swooped upon curses, so dire are they. 

his head; but, by reason of these things Oedipus: When a man shrinks not 

will I uphold this cause, just as though 30 from a deed, neither is he scared by a 

it were the cause of my own father, and word. 
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deader: Well, here Is one to put him the secret, and will not tell it, but are 
to the test. For here they bring at last minded to betray us and to destroy rhe 
the godlike prophet, in whom alone of state? 

men the truth lives. Teiresias: I will pain neither myself 

[” Enter Teiresias, led by a boy. ] 5 nor you. Why vainly ask these things? 

Oedipus: Teiresias, whose soul grasps You will never learn them from me. 
all things, the lore that may be told and Oedipus: What, basest of the base — 
the unspeakable, the secrets of heaven for you would anger a stone itself — will 
and the low things of earth, you feel, you never speak out? Can nothing 
though you cannot see, what a plague io touch you? Will you never make an 
naunts our state, from which, great end? 

prophet, we find in you our protector Teiresias: You blame my mood, but 
and our only savior. Now Phoebus, if do not see that to which you are 
indeed you do not know it from the wedded. No, you find fault with me. 
messengers, sent answer to our question 15 Oedipus: And who would not be angry 
that the only riddance from the pest to hear the words with which you now 
which could come was if we should le arn slight this city? 

a right the slayers of Lain s. and slnv Teiresias: The future will come of it- 
them, or send them into exile from our self, though I shroud it in silence. 
landTDo you then, grudge neither voice 20 Oedipus: Then, seeing that it must 
of birds nor any other way of seer-lore come, you on your part should tell of it. 
that you have, but rescue yourself and Teiresias: I will speak no further, 
the state, rescue me, rescue all that is Rage, if you will, with the fiercest anger 
defiled by the dead. For we are in your that your heart knows, 
hand; and man’s noblest task is to help 2S Oedipus : Aye, indeed I will not spare, 
Others by his best means and powers. 'S so angry am I, to speak all my thought. 

Teiresias: Alas, how dreadful to have Know that you seem to me even to have 
wisdom where it profits not the wise! helped in plotting the deed, and to have 
Aye, 1 knew this well, but let it slip done it, short of slaying with your hands, 
out of mind; else would I never have 30 If you had eyesight, I would have said, 
come here. also, that the doing of this thing was 

Oedipus: What now? How sad you yours alone, 
have come in. Teiresias: Indeed? I charge you that 

Teiresias: Let me go home. Most you abide by the decree of your own 
easily will you bear your burden to the 35 mouth, and from this day speak neither 
end, and I mine, if you will consent. to these elders nor to me; y ou ar e the 
Oedipus: Your words are strange, nor a ccursed defile r of this land , 
kindly to the state which nurtured you, Oedipus: So brazen with your bluster- 
when you withhold this response. ing taunt? And by what means do you 

Teiresias: No, I see that you, on your 40 trust to escape your due? 
part, do not open your lips in season; Teiresias: I have escaped: in my truth 
therefore I do not speak, that I also is my strength. 

may not have your misfortune. Oedipus: Who taught you this? It was 

Oedipus: For the love of the gods, not, at least, your art. 
turn not away, if you have knowledge; 45 Teiresias: You — for you spurred me 
all we suppliants implore you on our into speech against my will, 
knees. “ Oedipus: What speech? Speak again 

Teiresias: Aye, for you are all without that I may learn it better, 
knowledge; but never will I reveal my Teiresias: Did you not grasp my 
griefs, that I may not tell yours. 50 meaning before? Or are you tempting 

Oedipus: How say you? You know me in talk? 
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Otd'p f No, I did not grasp it so \\ atcher was here who \\o\ e dark song , 7 
th it 1 L.in call it known. Speak again. did ton say nothing that could free this 

'It ' la . I say that you are the slayer folk 5 \ et the riddle, at hast, was not 

of th l nun whos e dui-ec_iPiLseek,^ for the first comer to lead. Ihere was 

Otd'p <s. Now you shall rue it that 5 need of a seer’s skill, and none such were 

you hate twice spoken words so dire. you found to have, cither by help of 
Title tat: Would you hate me say birds, 01 as known from any god. No, 

more, that you may be more angry? I came, I, Oedipus the ignorant, and 

Ot ih pit What you will; it will be made her mute, when I seized the an- 

said in v am. roswer by my wit, untaught by birds. 

Ti irt nas. I say that you has e been And it is 1 w horn you arc trying to oust! 

li\ ing in an unguessed shame with your thinking to stand close to Creon’s 

neaicst kin, and see not to what woe throne. I think that y ou and the plotter 

you base come. of these things will regret your zeal to 

Oidiphs: Do you indeed think that 15 purge the land. Indeed, if you did. not 
sou shall alsvays speak thus ssithout seem to be an old man, y ou ssould have 
smarting? learned to your cost hoss bold sou are. 

'I i irtsias: Yes, if there is any strength Leader: To our thinking, both this 
in truth. man’s ssords and your', Oedipus, have 

Oedipits: Indeed there is — for all ev- 30 been said m anger. Not for such ssords is 
cept sou, for you that stiength is not, our need, but to seek hoss sse shall best 

since you are manned in ear, and in carry out the mandates of the god. 

mind, and in eye. Teiresias: King though you are, the 

Te insias: Aye, and you are a poor right of reply at least must be judged 

wretch to utter taunts which esery man 25 the same for both; of that I too am lord, 

here ssill soon hurl at you. Not to you do I lise as sersant, but to 

Oidtpus: Night, endless night has y r ou Loxias; 8 and so I shall not stand en- 
in her keeping, so that you can never rolled under Creon for mv patron. And 

hurt me, or any man who sees the I tell you, since you has c taunted me 

sun. 30 es en w ith blindness, that you has e sight, 

Teirejias: No, your doom is not to yet see not in svhat misers' you are, nor 

fall by T me. Apollo is enough, svhose care sshere you dss'ell, nor ssith whom. Do 

it is to ssork that out. you knosv of sshat stock you are? And 

Otdipits: Are these C retin’s schemes , you hase been an unwitting foe to your 

or yours 5 35 o\sn kin, in the shades, and on earth 

ITlrinas: No, Creon is not a plague abose; and the double l.isli of your 

to y r ou y ou are y our oss'n. mother’s and your father’s cuise shall 

Oedipus ■ O ssealth, and empire, and one day drive you from this land in 

skill surpassing skill in life’s keen rival- dreadful .haste, svith darkness then on 

ries, how great is the ens y ss'hich cleaves 4cjthe eyes that nosv see true, 
to you, if for the sake of this eery poyver And what place shall not be harbor 
which the city has put into my hqnds, to your shriek, what of all Cithaeron 

a gift unsought, Creon the trusty, Creon shall not ring with it soon, when you 

my old friend, has crept on me by have learned the meaning of the nup- 

stcalth, yearning to thrust me out of it, 45 tials in which, within that house, you 

and has suborned such a scheming found a fatal has en after a coy age so 

juggler as this, a tricky quack, who has fair? And you do not guess of a throng 

eyes only for his gains, but in his art is of other ills, which shall make you 

blind level with your true self and with your 

Come, now, tell me, where have you 50 own brood, 
proved yourself a seer? Why, when the ?The Sphinx. 8 Apollo. 
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Therefore heap your scorn on Creon 
and on my message; for no one among 
men shall ever be crushed more miser- 
ably than you. 

Oedipus: Are these taunts to be in- 
deed borne from him? Hence, ruin take 
you! Hence, this instant! Back, away, 
go away from these doors! 

Tnresias: I would never have come, 


staff. And he shall be found at once 
brother and father of the children with 
whom he consorts; son and husband of 
the woman who bore him; heir to his 
$ father’s bed, shedder of his father’s 
blood. 

So go in and think of that; and if you 
find that I have been at fault, say 
thenceforth that I have no understand- 


nor I, if you had not called me. 

Oedipus: I did not know that you were 
about to speak folly, or it would have 
been long before I called you to my 
house. 

Tei resins: Such am I — as you think, 
a fool; but for the parents who begot 
you, sane. 

Oedipus: What parents? Stay . . . and 
who of men is my father? 

Teircsias: This day shall show your 
birth and shall bring your ruin. 
y Oedipus: What riddles, what dark 
words j’ou always speak. 

Teircsias: But are you not most 
skilled in unraveling dark speech? 

Oedipus: Make that my reproach in 


ing in prophecy. [_Teiresias is led out by 
the boy. Oedipus enters the palace .] 

Chorus [Si?iging.J 

Strophe i 

Who is he of whom the divine voice from 
the Delphian rock has spoken, as having 
wrought with red hands horrors that no 
tongue can tell? 

It is time that he ply in flight a foot 
stronger than the feet of storm-swift steeds; 
for the son of Zeus is springing on him, 
all armed with fiery lightnings, and with 
him come the dread, unerring fates. 

S 

Antistrophe i 


which you will find me great. 

Teircsias: Yes, it was just that for- 
tune that undid you. 

"Oedipus: But if I delivered this town, 
I do not care. 

Teircsias: Then I will go; so do you, 
boy, take me hence. 

Oedipus: Aye, let him take you. While 
here, you are a hindrance, a trouble; 
when you have vanished, you will vex 


Yea, newly given from snowy Parnas- 
sus, the message has plashed forth to make 
0 all search for the unknown man. Into the 
wild wood’s covert, among caves and rocks 
he is roaming, fierce as a bull, wretched 
and forlorn on his joyless path, still seek- 
ing to put from him the doom spoken at 
. Earth’s central shrine ; 9 but that doom 
ever lives, ever flits around him. 


me no more. 

Teircsias: I will go when I have done Strophe 2 

my errand, fearless of your frown, for Dread[yt indeed , dreadly does the wist 
you can never destroy me. n te 40 all g Ur move me , w j l0 a pp rove not, nor am 
you: the man of whom you have for a Mg tQ ^ ffow tQ / know not; 

long tune been in quest, uttering threats, j am fluttered with f OTeho dings; neither 

and proclaiming a search into the mur- •„ ihe pm(ni have j deaf vision> „ 0 , of 

, der of Laius that man is here in th( future Never in past days> nor in 

appearance an alien sojourner; but 4 S thcS e, have 1 heartl how the house of Lab- 
presently he sha be found a native dacuJ Qr t y sm 0 j Polybus 10 /W< either 

Theban, and shall not be glad of his against the other, any grief that I could 

fortune. A blind man, he who now has bring as proof in assailing the public fame 

sight, a beggar, who now is rich, he 

shall make his way to a strange land, 50 0 At Delphi. “Oedipus, who recognized 

feeling the ground before him with his Polybus, King of Corinth, as his father. 
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of Oedipus, and seeking to avenge the line though man may surpass man in lore, 
cj Labdacus jor the undiscovered murder. Yet, until I sec the coord made good, 'never 

will I assent when men blame Oedipus. 

-1 mi strop if 2 Before all eyes, the cringed maiden came 

X ay, Zeus and Apollo are keen of 5 against him of old, and he eras seen to be 
thought, and know the things of earth; bin wise; he bore the test, in welcome service to 
that mortal seer coins knowledge above the state. Never, therefore, by the verdict oj 
mine, of this there can be no sure test, my heart shall he be judged guilty of crime. 

QUESTIONS 

1. Note the first speech of Oedipus in the preceding section of the play: 
“You pray, and in answer to your prayer — if you will give a loyal welcome 
to my words,” etc. Does this passage suggest that Oedipus considers the 
praver made by the chorus as a rather perfunctory ritual which one ought 
to observe but which can scarcely be productive of any actual good? 

2. In his second speech Oedipus states that . no man on earth can 
force the gods to do what they will not.” Consider these lines in connection 
with the colloquy with Teiresias which follows. The lines may help account 
for Oedipus’s suspicion of Teiresias: that is, Teiresias as a mere mortal 
cannot force the gods to speak and therefore may be lying. But do not the 
lines make an ironic comment upon Oedipus’s own conduct toward Teire- 
sias in which he tries to force the priest of the gods to speak against his 
will ? 

3. The first speech of Teiresias is highly interesting in terms of what 
follows in the play. Teiresias evidently believes that there can be a wisdom 
which “profits not the wise” and that the possessor of such wisdom is 
therefore miserable. Evidently Oedipus finds it difficult to believe that 
there can be a knowledge which profits nothing — in short, to believe that 
sometimes it may be folly to be wise. Does his reply to Teiresias’ first speech 
indicate this view? Does his whole conduct through the first part of the 
play indicate it? 

4. Of course Teiresias, when angered sufficiently, does speak. Is the 
loosening of his tongue properly motivated? If so, what light does this 
motive throw upon his original refusal to speak? 

5. Among the taunts which Oedipus hurls at Teiresias is that Teiresias is 
“a tricky quack, who has eyes only for his gains, but in his art is blind.” 
In pait of course this is an obvious jibe at Teiresias’s physical blindness. 
As a sarcasm, it is particularly ironic, since Teiresias is the priest of Apollo, 
god of the sun. Are there other senses in which the epithet is true or, in the 
course of the play, comes to be true? 

6. Note that Oedipus, like his people, attaches great importance to his 
victory over the riddling Sphinx. Can it be said that this victor} — achieved, 
as Oedipus says, “by my wit, untaught of birds” — has tended to blind 
Oedipus to possibilities which pure reason fails to see? 

7. What is the particular dramatic function of the chorus which follows 
this angry argument between Oedipus and Teiresias? Is it in part to justify 
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the ptevious conduct of Oedipus as natural? Is it to reaffirm the fact that 
Apollo will track down the murderer, no matter how carefully he hides 
himself? 


filter Creou ] jour words, hear a fair reply, and then 

Creoii Fellow citizens, h i\ mg learned judge for yourself on the basis of 
that Oedipus the king lays dire charges knowledge 

against me, I am here, indign int If, in Oedipus You are apt m speech, but 
the present troubles, he thinks that he 5 I has e a poor understanding for your 

h ls suffered from me, by word or deed, lessons, since I have found you my 

anything tint tinds to h inn, in truth mnlurnnne f 0 c 

I do not w nt my full term of jears, Creo Now first hear how I will ex- 
wlien I must beir such bl ime as this plain this eery thing — 

The wrong of this rumor touched me 10 Otdip s But one thing, do not ex- 
not in one point alone, but h is the plain — th it you arc not f llse 

largest scope, if I am to be c died a Creou If you think that stubborn- 
traitor in the citv, a traitor too by you ness without sense is a good gift, you are 
and by my friends not wise 

Leadir of the Ch rut But this taunt 15 Oedipus If you think that you can 

came under stress, peril ips, of anger, wrong a kinsman and escape the 

rather than from the purpose of the penalty, you are not sane 
lie irt Creou Justly said, I grant you But 

Crcon And the saying was uttered, tell me what is the wrong that you say 
that m counsels won the seer to utter 2oyou hn\e suffered from me 
Ins falsehoods? Ocdip is Did you advise, or did you 

Ltaihi Such things were said — I not, that I should send for that reverend 
know not with what meaning seer? 

C/con \nd w as this charge laid against Creou And now I am still of the same 
me w ith ste idy ej es ind stc idy mind ? mind 

Leader I know not I see not what Oedipus How long is it then, smee 
my m isters do But here comes our lord Laius — 

forth from the house Cieoi Since Laius ? I do not take 

[_rnier Oedipus J your drift 

Otdio is Sirrah, how did you come 30 Oedip is — w is swept from men’s 
here 1 " Have you 1 front so bold that you sight by a deadly violence? 
hue come to m\ house, jou who are Cnon The count of years would run 
the proved assassin of its master, the far into the past 

p ilpable robber of my crown? Come, tell Oedipus Was this seer, then, practic- 
me, in the mmc of the gods, was it 33 mg his craft in those days? 
cowardice or folly that you saw in me, Creou Yes, skilled as now, and in 
that you plotted to do this thing? Did equal honor 

you think that 1 would not note this Oedipus Made he, then, any mention 
deed of yours creeping on me by stealth, of me at that time? 
or that, aw ire of it, I would not ward 40 Creou Nee er, certainly, when I was 
it off? Now is not a our foolish attempt — w ithin hearing 

to seek, without followers or friends, a Oedipus But did jou not hold a 
throne — a prize which followers and search concerning the murder? 
wealth must w in ? Creon Due search we held, of course, 

Creou Mark me now In answer to 45 and learned nothing 
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0 d -> And how ss is it th it this hope of success 1 hen why should I re- 

sige did not tJl his story tin > J si^n these things, ind take those? No 

( r 1 know not \\ here 1 hch light, mind \ull become f dse while it is wise, 

it >s im wont to be silent Nay, I im no loser of such policy, and, 

Ouiip c Thus much, at least, you 5 it another put it into practice, I could 
know, ind could decleire with light neser bear to act with him 
enough \nd, m proof of this, first, go to 

Crt 1 What is that? If I know it, I Pytho,' 1 and ask if I brought you true 

s ill not deny it word of the oracle, then ne\t, if you 

D d pi j 1 hat, if he had not conferred 10 find that I line planned anything in 
s nil sou he would neser hase talked concert with the sooths is er, take and 
of n slas ing Laius si ly me, by the sentence not of one 

Ci If lie says so, you knoss it best, mouth, but of tsso — by my ossn no less 

hut I el 11m to learn from sou as much th m yours But make me not guilty in 

as sou noss has e learned from me 15 a corner, on unpros eel surmise It ,s not 
0 d p Learn sour fill, I shall lies er right to adiudge bad men good reck-~ 
b guilty of the blood lessly, or good men b id I count it a 

Crtri Say, then you base married like thing for 1 nun to cast off a true 
ms sister? friend as to cast iss is the life m his 

Otdipur The question does not allosv 20 ossn bosom, which mo't he loses But 
denial y ou ss ill learn these things ssith sureness 

Cur And s'ou rule the land as she m time, for time alone shows a just man^ 
doe 1 - ssith like sway? but you could discern a knase even in 

Oidi p s She obtains from me all she one day 
desires 25 Leader Well has he spoken, 0 king, 

Cnon And do not I rank as a third for one ssho takes care not to fill, the 
peer of you tsso? quick in counsel are not sure 

Oedipus Indeed, it is just there that Oedipus When the ste ilthy plotter 
sou are seen as a false friend is mosing on me quickls, I too must 

Creon Not so, if you ssoul 1 reason 30 be quick ssith ras counteiplot Iflassait 
ssith your osvn heart as I do ssrh mmc hint in repose, his ends ssill hase been 

And first sveigh this sshethcr sou think gained, and mine missed 
that any one ssould rather choose to rule Creon W h it do you ss ant, then? To 

mud terrors than in unruffled peace, cast me out of the land ? 

granting that he is to hase the same35 Ocdip is Not so 1 desire vour death — 
posters Nosv I, for one, has e no y earn- not your banishment — that you may 
ing in ms nature to be a king rather than shots forth sshat kind of thing envy is 
to do kindly deeds, no, nor has any man Creon You speak as one resolved not 
ssho knossshowtokeepasobermind. For to yield or to believe? 
noss I win all favors from you without 40 [Oedipus No, for you do not persuade 
fear, but, were I ruler myself, I should me that you are worthy of belief] 13 

be doing much even against my own Creon No, for I find you not sane 

pleasure Oedipus Sane, at least, in my osvn 

How, then, could royalty be sweeter interest 
foi me to have than painless rule and 43 Creon • But you should be so in mine 
nfluence 5 Not vet am I so misguided also 

s to desire other honors than tho i 'e Oedipus No, you are false 

which profit Now, all wish me joy, nosv, Creon But ifyou understand nothing? 

every man has a greeting for me, now, Oedipus Yet must I rule 

those ssho have requests of you crave 50 u Delphi 11 Inserted by Jebb for a line 

speech with me, since therein is all their which he believed had been lost 
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Creon: Not if you rule ill. 

Oedipus: Hear him, U Thebes! 

Creon: Thebes is for me also — not 
for you alone. 

[Jocasta enters from the palace .] 
Leader: Cease, princes. And in good 
time for you I see Jocasta coming 
yonder from the house, with whose help 
you should settle your present feud. 

Jocasta: Misguided men, why have 10 
you raised such foolish strife of tongues? 
Are jou not ashamed, while the land is 
thus sick, to stir up troubles of your 
own? Come, go into the house [to 


unproved rumor to cast a dishonoring 
charge on the friend who has bound him- 
self with an oath. 

Oedipus: Then he eery sure that, when 
5 you seek this, for me you seek destruction, 
or exile from this land. 

Strophe 2 


Chorus: No, by him who stands in front 
of all the heavenly host, no, by the Sun! 
Unblest, unfriended may I die by the 
uttermost doom, if I have that thought! 
But my unhappy soul is worn by the 
C edipusj, and you, Creon, to youri ^Meting of the land, and again by the 
home — and forbear to make much of a thought that our old sorrows should be 
petty grief. crowned by son ows springing from you two. 

Creon: Kinswoman, Oedipus your Oedipus: Then let him go, though I 
lord intends to do dread things to me, am sure ]y doomed to death, or to be 
actually one or the other of two ills— to *> thrust dishonored from the land. Your 
thrust me from the land of my fathers, lips> not his , move my compassion by 
or to s).iy me. . their plaint ; but fie, wherever he be, 

Oedipus: Yes, for I have caught him, shall be hated, 
lady, doing evil, by evil arts, against my Creon: y 0ll ap p e * r as sul]en y^d- 

person. 2 5 ing, as vehement in the excesses of your 

Cieoit: Now may I see no good, but W rath; but such natures are justly most 
perish accursed, if I have done to you difficult for themselves to bear, 
my of what you charge me with! Oedipus: You will not leave me in 

Jocasta: O, for the gods love, believe peace, and be gone? 
it, Oedipus— first for the sake of this 30 Cm ,„. j w jH go my way . j have found 

awful oath to the gods, and then for my y 0 u undiscerning, but in the eyes of 
sake and for theirs who stand before these I am just. [Exit Creon!} 

you. 

[The following lines between the Chorus Antistrothe 1 

the Chorus, 35 ^ 

chanted re- Chorus: Lady, why do you delay to take 
yonder man into the house? 

Jocasta: I will do so zvhen I have 
learned what has happened. 

Chorus: Consent, reflect, hearken, 0 40 Chorus: Blind suspicion, bred of talk, 
my king, I pray you. arose; and, on the other side, injustice 

Oedipus: What grace, then, would you wounds, 
have me grant you ? Jocasta: It was on both sides? 

Chorus; Respect him who in other times Chorus: Both, 
was not foolish, and who is now strong in 45 Jocasta. And what was the story? 
his oath Chorus: It is enough, I think, enough — 

Oedipus: Now do you know what you when our land is already vexed, that the 
crave? matter should rest where it ceased. 

Chorus: Yes. Oedipus: Do you see to what you have 

Oedipus: Declare, then, what you mean. 50 come, for all your honest purpose, in 
Chorus: That you should never use an seeking to relax and blunt my zeal? 


are 


, and Oedipus and between 
Jocasta, and Oedipus 
pensively .] 

Strophe 1 
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Chnus Kins,, I ha*t said it not once 
onh hi sue that I should hate beta 
slio n a madman, bankrupt in sane 
co tntcl, if I put you a ciiv — you r tho gave 
a trui course to my belovtd country cilun 
distraught b\ troubles, you •'iho no c also 
an hi tly to prove our prospering guidi. 

Jocasta In the name of all the gods, i 
tell me also, 0 Ling, on what account 
\ ou hav e concei\ ed this steadfast \\ rath 

Oedipus That will I do, for I honor 
\ ou, lady, abo\ e yonder men The cause 
■s Creon and the plots that he has laid i 
lgunst me 

Jocasta Speak, on — if you can tell 
clearly how the feud beg in. 

Oedipus He says that I stand guilty 
of the blood of Laius 2 

Jocasta Of his ow n know ledge ? Or on 
hearsay from another? 

Ol dip us No, he has made a rascal 
seer his mouthpiece, as for himself, he 
keeps his lips wholly pure 2 

] ocas 1 a Then absoh e yourself of the 
things of which you speak Listen to me, 
and learn for your comfort that there 
is no mortal who cm claim the gift 
of prophecy. I will give you solid proof 3 
of that 

An oracle came to Laius once — I will 
not say from Phoebus himself, but from 
his ministers — that the doom should 


them \\ hates er needful things the god 
seeks, he himself will easily bung to 
light 

Oedipus What restlessness of soul, 
S lady, what tumult of mind has come 
upon me since I heard you speak? 

Jocasta What an\iety has startled 
you, that you say this? 

Oedipus I thought I heard this from 
oyou that Laius was slain where three 
highways meet 

Jocasta \ es, that was the story, it 
has not died out yet 

Oedipus And where is the place 
S where this happened? 

Jocasta The land is called Phocis, 
and branching roads le id to the same 
spot from Delphi and from Daulia. 

Oedipus And what is the time that 
has passed since these things took place? 

Jocasta The news was published to 
the town shortly before you were first 
seen m power in this land. 

Oedipus O Zeus, what have you de 
creed to do to me? 

Jocasta And why, Oedipus, does this 
thing weigh upon jour soul? 

Oedipus Ask me not yet, but tell me 
what was the stature of Laius, and how 
ripe his manhood 

Jocasta • He was tall, the silver just 
lightly strewn among his hair, and his 
form was not greatly unlike yours. 

Oedipus Lnhappy that I am? I think 


overt ike him to die by the hand of his 35 I have been laying myself even now 


child, who should spring from him and under a dread curse, and did not knovv^ 


me 


it 


Now Laius — as at least the rumor Jr casta How sav you 9 I tremble 
says — w as murdered one day by foreign when I look on you, my king 
robbers at a place where three highways 40 Oedipus I have dread misgivings that 
meet And the child’s birth was not three the seer can see But you will make it 
days’ past, when Laius pinned its ankles clearer if you will tell me one thing more, 
together, and had it thrown, by others’ Jocasta Indeed, though I tremble, I 
hands, on a trackless mountain will answer all that you ask, when I 

So, in that case, Apollo did not bring 45 hear it 
it about that the babe should become Oedipus Did he go in a small force, 
the sliver of his father, or that Laius or with many armed followers, like a 
should die — the dread thing which he chieftain? 

fe ired — by his child’s hand Thus did Jocasta They were five in all — a 
the messages of seercraft map out the 50 herald one of them, and there was one 
futuri Do not pay any attention to carriage, which bore Laius. 
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Oedipus: Alas! It is now clear indeed, forth disappointed of that knowledge 
Who was it that gave you these facts, for which 1 came, but in his response set 
lady? forth other things, full of sorrow and 

Jocasta: A servant, the sole survivor terror and woe — even that I was fated 
who came home. 5 to defile my mother’s bed, and that I 

Oedipus: Is he by chance at hand in should show unto men a brood which 
the house now? they could not endure to behold, and 

Jocasta: No, he is not. As soon as he that I should be the slayer of the sire 
came thence, and found you reigning in- who begot me. 

stead of Laius, he supplicated me, with jo And I, when I had listened to this, 
hand laid on mine, that I would send turned to flight from the land of Corinth, 
him to the fields, to the pastures of the thenceforth kno wing nf its region hv the 
flocks, that he might be far from the stars alone, to some spot where I should 
sight of this town. And I sent him; he never see fulfilment of the infamies for e- 
was worthy, for a slave, to win even a 15 told in my evil doom . And on my way 
greater favor than that. 1 came to the place in which you say 

Oedipus: Would, then, that he could that this prince perished. Now, lady, I 
return to us without delay! will tell you the truth. When in my 

Jocasta: It is easy. But why do you journey I was near to those three roads, 
command this? 20 there met me a herald, and a man seated 

Oedipus: I fear, lady, that my own in a carriage drawn by colts, as you have 
lips have been unguarded; and therefore described; and he who was in front, and 
I am eager to behold him. the old man himself, were for thrusting 

Jocasta: Indeed, he shall come. But I me rudely from the path. Then, in 
too, I think, have a claim to learn what 2j anger, I struck him who pushed me 
lies heavy on your heart, my king. aside — the driver; and the old man, 

Oedipus: Yes, and it shall not be kept seeing it, watched the moment when I 
from you, now that my forebodings was passing, and, from the carriage, 
have advanced so far. Who indeed is brought his goad with two teeth down 
more to me than you, to whom I should 30 directly upon my head. Yet he was paid 
speak as I pass through such a fortune with interest; by one swift blow from 
as this? the staff in his hand he was rolled right 

My father was Polybus of Corinth, out of the carriage, on his back; and I 
my mother the Dorian Merope; and I slew every man of them, 
was held first of all the people in that 35 But if this stranger had any tie of 
town, until something happened to me — kinship with Laius, who is now more 
worthy, indeed of wonder, though not wretched than the man before you? 
worthy of my own heat concerning it. What mortal could prove more hated 

At a banquet a man full of wine cast it of heaven? Whom no stranger, no 

at me in his cups that I was not the 40 citizen, is allowed to receive in his house; 
true son of my father. And I, vexed, re- whom it is unlawful that any one ac~ 
strained myselt for that day as best I cost; whom all must repel from their 

might, but on the next I went to my homes! And this — this curse — was laid 

father and mother, and questioned on me by no mouth but my own! And I 
them; and they were angry for the 4s pollute the bed of the slain man with 
taunt with him who let that word fly. the hands by which he perished. Tell me, 
So from them I had comfort; yet the a m I. vile? Oh, am I not utterly un- 
thing was ever rankling in my heart, for clean ? — seeing that I must be banished, 
it still crept abroad with strong rumor, "and in banishment see not my own 
And, unknown to mother or father, I 50 people, nor set foot in my own land, or 
went to Delphi; and Phoebus sent me else be joined in wedlock to my mother. 
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and slay my sire, even Polybus, who 
begat and reared me. 

Then would not he speak aright of 
Oedipus, who judged these things sent 
by some cruel power above man? Forbid, 
forbid, you pure and awful gods, that 
I should see that day! No, may I be 
jSWcpt from among men before I behold 
/myself visited with the brand of such a 
[doom ! 

' L-. adt r of the Chorus: To us, indeed, O 
king, these things are fraught with fear. 
Yet have hope, until at last you have 
gained full knowledge from him who saw 
the deed. 

Oedipus: Hope, in truth, rests with 
me thus far alone; I can await the man 
summoned from the pastures. 

Jocasta: And when he has appeared, 
what would you have of him? 20 

Oedipus: I will tell you. If his story 
be found to tally with yours, I at least 
shall stand clear of the disaster. 

Jocasta: And what of special note did 
you hear from me? 


Jocasta: I will send without delay. 
But let us come into the house; I will 
do nothing except at your good pleasure. 
[ Oedipus and Joe cut a go into the palace .] 
5 Chorus: ^Singing.] 

Strophe 1 

May destiny still find me winning the 
10 praise of reverent purity in all words ani 
deeds sanctioned by those laws of range 
sublime, called into life throughout the 
high clear heaven, whose father is Olympus 
alone; their parent zuas no race of mortal 
15 men, no, nor shall oblivion ever lay them 
to sleep; the god is mighty in them, ani 
he grows not old. 


Antistrophe 1 


Insolence breeds the tyrant. Insolence, 
once vainly surfeited on wealth that is not 
fitting nor good for it, when it has scaled 
the topmost ramparts, is hurled to a dire 
25 room, wherein no service of the feet can 


serve. But I pray that the god never quell 
such rivalry as benefits the state; the god 
will I ever hold for our protector. 

Strophe 2 


y 


Oedipus: You were saying that he 
spoke of Laius as slain by robbers. If, 
then, he still speaks, as before, of several, 

I was not the slayer: a solitary man 
c ould not be identified with that ba nd-^n 
But if he names one lonely wayfarer, 
then beyond doubt this guilt leans to me. But if any man walks haughtily in deed 
Jocasta: Be assured that thus, at or word, with no Jear of Justice, no 

least, the tale was first told. He cannot reverence for the images of gods, may an 

revoke that, for the city heard it, not I 35 evil doom seize him for his ill-starred 

alone. But even if he should diverge pride, if he will notwin his vantage fairly,' 

somewhat from his former story, never, nor keep him from unholy deeds, but must 

king, can he show that the murder of lay profaning hands on sanctities. 

Laius, at least, is truly square with Where such things are, what mortal 
prophecy — of whom Loxias 13 plainly 40 shall boast any more that he can ward the 
said that he must die by the hand of my arrows of the gods from his life? In fact, if 
child. Nevertheless that poor innocent s uch d eeds- or 1 ’ i” honor, why should we^_ 

never slew him, but perished first itself. join in the sacred dance? 

So henceforth, for what concerns divina- ’ 

,tion, I would not look to my right hand 45 
or m y left. 

Oedipus: You judge well. 


Antistrophe 2 


But never- 
theless send someone to fetch the 
peasant, and do not neglect this matter. 


No more will I go reverently to earth’s 
central and inviolate shrine, no more {to 
Abac’s temple 14 or Olympia, 1 * if thePe 


13 Apollo. 


“A shrine in Phocis. 16 An oracle of Zeus.l 


\ 
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oracle'; do not prove true , so that all men The old prophecies concerning Laius 
shall point at them with the finger. Nay, are fading; already men are setting them 
king, if you are rightly called, Zeus all- at nought, and nowhere is A polio glorified 
ruling, may it nut escape you and your with honors; the worship of the gods is 
y ever-deathless power! 5 perishing. 


QUESTIONS 

1. Note the imagery of sight and blindness which runs through the first 
speeches of Creon. (This imagery, the student will have noticed, actually 
occurs in the previous scenes; indeed, such imagery runs throughout the 

, play.) Creon asks (p. 553a, 25) whether Oedipus made the charge of treason 

1 “with steady eyes.” Then the chorus goes on to say “I see not what my 
masters do.” What is the effect of such passages coming after Oedipus’s 
taunt at Teiresias that he is stone blind, and Teiresias’s curse in which 
he predicts that Oedipus shall become blind? Notice further that the same 
imagery is at least implied in Oedipus’s first speech to Creon: Creon's deed 
is a “creeping” upon him “by stealth,” planned so that Oedipus would 
not be able to “ward it off.” 

2. May the whole scene between Creon and Oedipus be said to epito- » 
mize the actions and attitudes of Oedipus throughout the play ? That is, this 
scene displays the process of reasoning by which Oedipus concludes that 
Creon and Teiresias are plotting against him. It is a “reasonable” con- 
clusion for Oedipus to make, a natural conclusion; unfortunately, though 
“natural” and “reasonable,” it just happens to be wrong. 

3. What other functions does this angry scene between Creon and 
Oedipus serve? Does it help establish the character of Creon? Does it carry 
us deeper into a knowledge of Oedipus, the “successful” man? Does it 
suggest that deep below all of Oedipus’s self-confidence there is a basic > 
sense of insecurity and fear that the kingdom is not permanently his? / 

4. Jocasta’s advice that Oedipus not conduct his affairs in public differs 
from Creon’s tentative suggestion, made earlier, that he hear the oracle 
in private. Here, in public, the men are making a scene which will not do 
them or the state any good. Yet is theie not some connection between 
Creon’s advice and jocasta’s? Is it not possible that Oedipus needs to learn 
that there are some things best kept quiet and not explored publicly? 

5. Jocasta apparently has never before told her husband Oedipus about 
the oracle’s warning to Laius that he should perish by the hand of his 
own son. Is the fact that she reveals the oracle just at this time sufficiently 

y., motivated? Specifically, do not the quarrel between Creon and Oedipus 
and Oedipus’s ovei wrought condition together account for the fact that she 
nows tells Oedipus something which evidently she had preferred not to talk 
about before ? 

6. Notice that Jocasta’s speech (p. 5560,51) is calculated to allay Oedipus’s 
suspicion of Creon by damning Teiresias and oracles in general. Presumably 
Jocasta’s argument, if completed, would go something like this: since 
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oracles ate nut to be trusted, Creon surely would be too wise to use as his 
instrument the prophecies of a “tricky quack”; but the argument, insofar 
as it would have exculpated Creon, is not completed, for Oedipus catches 
at Jocasta’s statement that Laius was murdered at a spot where three 
roads meet, fhe speech which was to clear Oedipus of fear has actually, by 
reminding him of the man whom he killed at the meeting of three roads, 
given him for the first time a positive detail of evidence calculated to sug- 
gest that he is the murderer. This ironical pattern is repeated later in the 
playV' 


7 . Notice how important the imagery of sight and blindness becomes in 
the speeches between Oedipus and Jocasta which close this scene. Oedipus 
fears that the “seer can see” after all; “It is now clear indeed”; “I am 
eager to behold” the shepherd; “in banishment see not my own people”; 
“Forbid, forbid . . . that I should see that day” etc., etc. What is the 
effect of this pattern of sight imagery? 

8. As we approach the end of this scene Oedipus trembles with real fear 
that Teiresias’s awful statement will prove true. He intends to summon 
the herdsman. He will play out the string to the end. But the play does not 
proceed in a straight line downward from this point. There is to be a false 
hope given in the next scene, and Oedipus and Jocasta are to exult in a kind 
of triumph before the doom becomes perfectly clear. What is the dramatic 
effect of the introduction of this false hope? 

9. Note that Oedipus, though now alarmed, does not fear the fulfill- 
ment of the oracle prophesying that he would kill his father. He fears 
merely that he has incurred the curse which he himself has pronounced on 
the slayer of Laius. What is gained by indicating here the intensity of his 
horror at what amounts to the lesser of the two evils? 

10. What is the function of the chorus which concludes this scene? Is 
the antistrophe meant to apply to Oedipus? If not, why does the Chorus 
voice such opinions here? What is the function of the second antistrophe? 
Is the reproach that “the old prophecies concerning Laius are fading” 
meant to apply to Oedipus? Or rather to the difficulties which Oedipus is/ 
having in tracing Laius’s murderer? 


\_Jocasta comes forth, hearing a branch, 
wreathed with festoons of wool, which, as a 
suppliant, she is about to lay on the altar 
of the household god, Lycean slpollo, in 
front of the palace . J 

focasta: Princes of the land, the 
thought has come to me to visit the 
shrines of the gods, with this wreathed 
branch in my hands, and these gifts of 
incense. For Oedipus excites his soul 
overmuch with all manner of alarms, 
nor, like a man of sense, judges the new 


things by the old, but is at the will of 
the speaker, if he speaks terrors. 

Since, then, by counsel I can do no 
good, to you, Lycean Apollo, for you 
5 are nearest, I have come, a suppliant 
with these symbols of prayer, that you 
may find us some riddance from un- 
cleanness. For now we are all afraid, 
seeing him affrighted, even as they who 
s “e fear in the helmsman of their ship. 

[ While focasta is offering her prayers 
to the god, a Messenger , evidently a, 
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Stranger, enters and addresses the Elders as you listen, to what the awful oracles 
of the Chorus .] of the gods have come. 

Messenger: Might I learn from you, Oedipus: And he, who may he be, and 
strangers, where is the house of the what news does he have for me? 

.. king Oedipus? Or, better still, tell me 5 Jocasta: He is from Corinth, to tell 
where he himself is, if you know. that your father Polybus no longer lives. 

Leader of the Chorus : This is his but has perished, 
dwelling, and he himself, stranger, is Oedipus: How, stranger? Let me have 
within; and this lady is the mother of it from your own mouth, 
his children. 10 Messenger: If I must first make this 

Messenger: Then may she be ever news plain, know indeed that he is 
happy in a happy home, since she is his dead and gone. 

heaven-blest queen. Oedipus: By treachery, or by visit of 

Jocasta: Happiness to you also, disease? 
stranger! It is due your fair greeting. 15 Messenger: A light thing in the scale 
But say what you have come to seek brings the aged to their rest, 
or to tell. Oedipus: Ah, he died, it seems, of 

Messenger: Good news, lady, for your sickness? 
house and for your husband. Messenger: Yes, and of the long years 

Jocasta: What is it? And from whom 20 that he had counted, 
have you come? Oedipus: Alas, alas! Why, indeed, my 

Messenger: From Corinth, and at the wife, should one look to the hearth of 
message which I will soon speak you the Pythian seer, or to the birds that 
will rejoice — doubtless, yet perhaps scream above our heads, on whose show- 
grieve. 2J ing I was doomed to slay my father? 

Jocasta: And what is it? How does it But he is dead, and is already beneath 
have a double potentiality? the earth, and here am I, who have not 

Messenger: The people wish to make put hand to spear. Unless, perhaps, he 
him king of the Isthmian land, as it was was killed by longing for me; thus, in- 
said there. 30 deed, I should be the cause of his death. 

Jocasta: How then? Is the aged But the oracles as they stand, at least, 
Polybus no more in power? Polybus has swept with him to his rest 

Messenger: No, in truth, for death in Hades: they are worth nothing, 
holds him in the tomb. Jocasta: And did I not predict this to 

\ Jocasta: How say you? Is Polybus 35 you long ago? 
dead, old man? Oedipus: You did, but I was misled by 

Messenger: If I do not speak the truth, my fear. 

I am content to die. - Jocasta: Now no more take any of 

Jocasta: O handmaid, away with all these th ings to heart. ^ 
speed, and tell this to your master! 40 Oedipus: But surely Ijjjust needs fear 
O you oracles of the gods, where do you my mother’s bed? ^ 
stand now| This is the man whom Jocasta: Nay, what should mortal 
Oedipus long feared and shunned, lest fear for whom the decrees of Fortune 
he should slay him; and now this man are supreme, and who has clear fore- 
has died in the course of destiny, not 45 sight of nothing? It is best to live at 
by his hand. random , as onejmay. But do not fear 

[Oedipus enters from palace .] concerning wedlock with your mother. 

Oedipus: Jocasta, dearest wife, why Many men before now have so fared in 
have you summoned me forth from these dreams also, but he to whom these 
doors? " 50 things are as nothing bears his life most 

Jocasta: Hear this man, and judge, easily. 
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0 .d \ i , . Ml these hold words of \ours Mesit nger: You dread to he stained 
would lra\c been well if my mother were with guilt through your patents: 
not living; but as it is, since she lives. I Oedipus Even so, old man. It is this 
must necessarily fear, though you speak that always terrifies me. 
reassuringly. 5 Messenger: Do you know, then, that 

J •, casta: Nevertheless your father’s your fears are wholly groundless? 
death is a great sign to cheer us. Oedipus: How so, if I was born of 

Oetlip is: Great, I know, but my fear those parents? 
is of her who lives. Messenger: Because Polybus was 

Mesit 1 gc r: And w'ho is the woman 10 nothing to you in blood, 
about whom you fear? Oedipus: What do you say? Was 

Osdip. s: Merope, old man, the con- Polybus not my father? 
sort of Polybus. Messenger: No more than he who 

Mcssc itger: And what is it in her that speaks to you, but just so much, 
excites vour fear? 15 Oedipus: And how can my sire be 

Oedipus: A heaven-sent oracle of equal with him who is as nothing to me? 
dread import, stranger. Messenger: Indeed he did not beget 

Messenger: Lawful, or unlawful, for you, any more than I. 
another to know? Oedipus: Why then did he call me his 

Oedipus: Lawful, surely. Loxias once 20 son? 
said that I was doomed to espouse my Messenger: Know that he had received 
own mother, and to shed with my own you as a gift from my hands long 
hands my father’s blood. Therefore my ago. 

home in Corinth was long kept at a Oedipus: And yet he loved me so 
distance by me — with a fortunate out- 25 dearly, who came from another’s hand? 
come, indeed. Yet still it is sweet to see Messenger: Yes, his former childless- 
the face of parents. ness brought him to it. 

Merit 1 gt r: Was it indeed for fear of Oedipus: And you — had you bought 
this that you were an exile from that me or found me by chance, when you 
city? 30 gave me to him? 

Oedigt s: And because, old man, I did Messenger: Found you in Cithaeron’s 
not wish to be the slayer of my father. winding glens. 

Messenger: Then why have I not Oedipus: And why were you roaming 
freed you. king, from this fear, seeing in those regions? 

that I came with friendly purpose? ./ 35 Messenger: I was there in charge of / 

Oedi; is: Indeed you should have mountain flocks, 
reward due from me. Oedipus: What, were you a shepherd. 

Messenger: Indeed it was chiefly for a wandering worker? 
this that I came — that, on your return Messenger: But your preserver, my 
home, I might reap some good. 40 son, in that hour. 

Oedipus: No, I will never go near my Oedipus: What was my plight when 
parents. you took me in your arms? 

Messenger: Ah, my son, it is plain Messenger: The ankles of your feet 
enough that you do not know what you might bear witness, 
are doing. 45 Oedipus: Ah me, why do you speak of 

O' dip is: How, old man? For the that old trouble? P 
gods’ love, tell me. Messenger: I freed you when you had 

Messenger: If for these reasons you your ankles pinned together, 
shrink from going home. Oedipus: Aye, it was a dread brand of_ 

Oedipus: Aye, I dread lest Phoebus 50 shame that I took from my cradle./ 
prove himself true for me. Messenger: From that happening you 
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were called by the name which is still 
yours. 

Oedipus: Oh, for the gods’ love, was 
the deed my mother’s or father's? 
.Speak! 

Messenger: I do not know. He who 
gave you to me knows that better than I. 

Oedipus: What, you got me from an- 
other? You did not come upon me your- 
self? 

Messenger: No. Another shepherd 
gave you to me. 

Oedipus: Who was he? Can you tell 
■ clearly? 

Messenger: I think he was called one 
of the household of Laius. 

Oedipus: The king who ruled this 
country long ago? 

Messenger: The same. It was in his 
service that the man was a shepherd. 

Oedipus: Is he still alive, that I might 
see him? 

Messenger: Indeed, you people of the 
country should know best. 

Oedipus: Is there any of you present 
that knows the shepherd of whom he 
speaks, that has seen him in the pastures 
or the town? Answer! The hour has 
come when these things should finally 
be revealed. 

Leader of the Chorus: It appears that 
he speaks of no other than the peasant 
whom you are already eager to see. But 
■ our lady Jocasta might best tell of 
1 ,that. 

Jocasta: Why ask of whom he spoke? 
Pay no attention . . . don’t waste a' 
thought on what he said ... it would 
be idle. 

Oedipus: It must not happen that, 
with such clues in my grasp, I should 
fail to bring my birth to light. 

Jocasta: For the gods’ sake, if you 
have any care for your life, give up this 
- search! My anguish is enough. v' - 

Oedipus: Be ot courage. Though I be 
found the son of a slave-mother — aye, a 
slave for three generations — you will 
not be proved baseborn. / 

Jocasta: Y.et hear me, I implore you: 
do not do it. 


Oedipus: I must not hear of not dis- 
covering the whole truth. 

Jocasta: Yet I wish you well. I advise 
you for the best. 

5 Oedipus: These best counsels, then, 
vex my patience. 

Jocasta: Ill-fated one! May you never 
come to know who you are! 

Oedipus: Go, someone, fetch me the 
10 herdsman hither, and leave that woman 
to glory in her princely stock. 

Jocasta: Alas, alas, miserable! That 
word alone can I say to you, and no 
other word henceforth forever. 

15 [She rushes into the palace. 

Ltadcr: Why has the lady gone, Oedi- 
pus, in a transport of wild grief? I fear a 
storm of sorrow will break forth from 
this silence. 

20 Oedipus: Break forth what will! Be 
my race never so lowly, I must crave to 
learn it. That woman, for she is proud 
with more than a woman’s pride, per- 
haps thinks shame of my base source. 
25 But I, who hold myself son of Fortune 
that gives good will, will not be dis- 
honored. She is the mother from whom 
I spring, and the months, my kinsmen, 
have marked me sometimes lowly, 
30 sometimes great. Such being my lineage, 
never more can I prove false to it, or 
spare to search out the secret of my 
birth. 

Chorus: [Singing.'} 

^ Strophe 

j If I am a seer or wise of heart, 0 
Cithaeron, you shall not Jail — by yonder 
heaven, you shall not — to know at to- 
40 morrow’s full moon that Oedipus honors 
thee as native to him, as his nurse, and 
his mother, and that you are celebrated in 
our dance and song, because you are well 
pleasing to our prince. 0 Phoebus to 
45 whom we cry, may these things find favor 
in your sight! 

Antistrophe 

Who was it, my son, that of the race 
50 whose years are many bore you in wedlock 
with Pan, the mountain-roaming father? 
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We see horses gpHoping, men falling, revolvers harking, and nice, big, wavy 

Thrills 

Chills 

The credit card is as follows: 

From a Story by H. G. Wblls 
Adapted by J. Carlyle Benson and Robert Law 
Directed by Serge Borodokov 

end, appropriately enough, in solitary grandeur: 

Produced by C. Elliot Friday 


SCENE II 


The screen lifts, and once more we are in me. Friday’s office, 

c.f. is at his desk, miss crews is seated upstage and at desk; bbn- 
son is on the couch beside larry. ROSBTTI is seated on the piano bends. 


bbnson. Read those figures. Miss 
Ciews. 

miss crews. Eighty-two thousand 
at the Music Hall. Forty-eight thou- 
sand five hundred and thirty-eight in 
Des Moines. 

bbnson. Without a stage show. 

larry. I always went big in Des 
Moines. 

miss crews. Twenty-eight thou- 
sand in Newark. 

larry. That’s one of my big towns. 

miss crews. Forty-two thousand 
three hundred and eighty-four in 
San Francisco. 


miss crews. Twenty-six thousand 
eight hundred and seventy-five in 
Detroit. 

bbnson (to c.F.). And you sit there 
and tell me Happy isn’t worth thirty- 
five hundred a week? 

c.F. But, Benson, be reasonable. I 
can't go to B.K. with any such fan- 
tastic figure. 

bbnson (sighing). Read that list 
again, Miss Crews. 

c.f. Never mind, Miss Crews. 

larry. What about me? Wandering 
Hearts was my picture, wasn’t it? 
Folks came to see me. They didn’t 
come to see Happy. 

bbnson ( taking ” Variety " from his 
pocket ). Let me read 'Variety” to 


larry. I’m big there, ton. 
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alone, would not gamble with fate, would decide, for perhaps cowardly 
reasons, that there can be such a thing as too much knowledge Is Oedipus’s 
speech, moreover, the speech of a “successful” man, a self-made man? And 
does it thus point to something very deep in his character and m his 
motivation — that is, does it point to the kind of essential insecurity which 
the self-made man so frequently feels? 

10 How does the speech of the choius extend and develop this state- 
ment of Oedipus’s “pride,” or lack of “pride”? 


Oedipus Elders, if it is for me to ILrdsmai Not that I could speak of 
guess, who hate net er met with him, at once from memory 

I think I see the herdsman of whom we Messengei And no wonder, master 
hate long been in quest, tor m his But I will bring clear recollection to his 

venerable age he tallies with yonder 5 ignorance I am sure that he well knows 

„ •■anger’s years, and besides I recogm/e of the time when we abode in the region 

those who bring him, I think, as servants of Cithaeron — he with two flocks, I his 

of my own But perhaps you may hate comrade with one — three full half-years, 

the adt mtage of me in knowledge, if from spring to Arcturus, and then for 

you hate seen the herdsman before. iothe winter I used to dnte my flock to 
Liader Yes, I know him, be sure, he my otvn fold, and he took his to the 

was in the service of Laius — trusty as fold of Laius Did any of this happen 

any man m his shepherd’s place. as I say, or did it not? 

{The herdsman is brought in 3 IL rdsman You speak the truth, 
Oedipus I ask you first, Corinthian 15 though ’tis long ago 
stranger, is this he whom tou mean? Messenger Come, tell me now do 

Vcssc gtr The very man whom you you know of hating given me a boy in 
behold those days, to be reared as my own 

Otdipus IIo, you, old man, I would foster son? 
hate you look this way and answer all 20 Iladsman What now? Why do you 
that I ask vou You were once in the ask the question? 
sen ice of L uus ? Messenger That mm there, my 

Ihrdtman I w as — a slat e not bought, friend, is he tvho then v is t oung 
but rcaied in the house Herdsman Plague take you 1 Be silent 

Oedihits Employed in what labor, or 25 once lor all* 
tvhat wav of h f e? Oedipus Ha 1 Chide him not, old man 

Herdsman For the best part of my A our words need chiding more than 
life I tended flocks his 

Oedipus And what were the regions Il'tdsman And wherein, most noble 
that you mainly frequented? 30 master, do I offend? 

Herdsman Sometimes it was Ci- Oedipus. In not telling of the boy 
thaeron, sometimes the neighboring concerning whom he asks 

ground Herdsman He speaks without knowl- 

Ocdipfts Hate you observed this man edge, he is busy to no purpose 
in those parts — 33 Otdipus You do not want to speak 

Herdsman Doing what? . . . What with a good grace, but vou shall under 
do vou mean? . punishment 

Oedipus this man here? Or have Herdsman No, for the gods’ love, do 
you ever met him before? not misuse an old man. 
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Oedipus: Ho, someone, pinion him H'nhman: Through pity, master, 
this instant. thinking that he would bear him away 

Ileidsman: Alas, why? What more to another land, whence he himself 
would vou learn? came; but he saved him for the direst 


Oedipus: Did you give this man the J woe. For if you are what this man says, 
child of whom he speaks? know’ that you were born to misery. 

Herdsman: I did, and would I had Oedipus: Oh, oh ! All brought to pass — 

perished that day. all true! O light, may I now look my 

Oedipus: Well, you will come to that, last upon you, I who have been found 
unless you tell the honest truth. 10 accursed in birth, accursed in wedlock, 

Ilcidsman: No, I am much more lost, accursed in the shedding of blood! 
if I speak. [ 7 /c rushes into the palace . ] 

Oedipus: The fellow is bent, it seems, Chorus: \jSinging !2 
on more delays . , . 

Herdsman: No, no. I said before that J 5 Strophe i 

I gave it to him. 

Oedipus: From where had you got it? Alas, ye generations of men, how mere 
In your own house, or from another? a shadow do I count your life! Where, 

Herdsman: It was not my own; I had where, is the mortal who wins more of 

received it from a man. 20 happiness than just the seeming, and, 

Oedipus: From whom of the citizens after the semblance, a falling away? 

here? From what home? Yours is a fate that warns me — yours. 

Herdsman: Give up, master, for the yours, unhappy Oedipus — to call no 
gods’ love; refrain from asking more. earthly creature blest. 

Oedipus: You are lost if I have to 25 


question you again. 

Hcdsman: It was a child, then, of 
the house of Laius. 

Oedipus: A slave? Or one bom of his 
own family? 30 

Herdsman: Alas, I am on the dreaded 
brink of speech. 

Oedipus: And I of hearing; yet must I 
hear. 

Herdsman: You must know, then, 35 
that it was said to be his owm child, 
but your lady within could best say how 
these things are. 

Oedipus: How? She gave it to you? 

Herdsman: Yes, 0 king. 40 

Oedipus: For what end? 

Herdsman: That I should make away 


Antistrophe 1 

For he, O Zeus, sped his shaft with peer- 
less skill, and won the prize of an all- 
prosperous fortune; he slew the maiden 
with crooked talons who sang darkly; he 
arose from our land as a tower against 
death. And from that time, Oedipus, you 
have been called our king, and have been j 
honored supremely, bearing sway in 
great Thebes. 

Strophe 2 

But now whose story is more grievous 
in men’s ears? Who is a more wretched 


with it. captive to fierce plagues and troubles, with 

Oedipus: Her own child, the wretch? all his life reversed? 

Herdsman: Yes, from fear of evil 45 Alas, renowned Oedipus! The same 
prophecies. bounteous place of rest sufficed you, as 

Oedipus: What were they? child and as father also, that you should 

Herdsman: The tale ran that he must make thereon your nuptial couch. Oh, 
;lay his father. how can the soil wherein your fathei 

Oedipus: Why, then, did you give 50 sowed, unhappy one, have suffered you 
him up to this old man? in silence so long? 
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Antistrophe 2 Alas, child of Laius, would, would 

that I had never seen you. I wail as one 
Time t he all-seeing has found you out who pours a dirge from his lips; truth to 
in your despite; he judges the monstrous tell , it was you that gave me new life , 
marriage wherein begetter and begotten 5 and through you darkness has fallen upon 
have long been one. my eyes. 


QUESTIONS 

1. The reluctance of the herdsman to answer repeats a pattern which 
we have observed before in Oedipus’s attempts to elicit information. Does 
it come here as a boringly repetitious device, or is the effect heightened 
because we are now familiar with the pattern ? 

2. Is Oedipus’s irritability sufficiently accounted for by the repetition 
of delay and the heightened tension? 

3. Observe the speech of the chorus very carefully (p. 5 66 b, 1 fff.). Do they 
blame Oedipus in this speech ? Whose is the guilt which has been revealed ? 
Can there be such a thing as unintended guilt? Do they treat Oedipus as a 
man who has been apprehended in crime or as a man who is found to be in- 
fected with a disease? Do they call attention to a discrepancy between 
Oedipus’s apparent seeming goodness and actual villainy, or do they stress 
the contrast between what has been his seeming health and actual lack of 
health ? 


[Enter Second Messenger from the Leader: Alas, unfortunate one! From 
palace .] what cause? 

Second Messenger: You who are ever Second Messenger: By her own hand, 
most honored in this land, what deeds The worst of all that has happened is 
shall you hear, what deeds behold, what 5 spared us, for there was none there to 
burden of sorrow shall, be yours, if, see. Nevertheless, so far as ipy own 
. true to your race, you still care for the memory allows me to speak, you shall 
house of Labdacus! For I believe that learn that unhappy woman’s fate, 
not Ister nor Phasis 17 could wash this When, frantic, she had passed within 
house clean, so many are the ills that it 10 the vestibule, she rushed straight 
shrouds, or will soon bring to light — ills towards her nuptial couch, clutching 
wrought not unwittingly, but on pur- her hair with the fingers of both hands; 
pose. And those griefs pain most which once within the chamber, she dashed 
are seen to be of our own choice. the doors together at her back; then 

Leader: Indeed those which we knew 15 called on the name of Laius, long since 
before fall not short of claiming sore a corpse, mindful of that son, begotten 
lamentation. Besides them, what do long ago, by whom the father was slain, 
you announce? leaving the mother to breed accursed 

Second Messenger: This is the shortest offspring with his own. 
tale to tell and to heaj: Our royal lady zo And she bewailed the wedlock where- 
Jocasta is dead. V' in, wretched, she had borne a twofold 

brood, husband by husband, children 
17 The Danube and the Araxes rivers. by her child. And how thereafter she 
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perished is more than I know Tor with one to unbar the spates and show to all 
a shriek Oedipus burst in, and suffered the C ldmc ins his f ither’s slayer, his 
us not to watch her woe unto the end, mother’s — the unholy word must not 
on him, as he rushed around, our eyes pass my lips — as purposing to cast him- 
were set To and fro he went, asking us 5 self out of the land, and abide no more, 
to gne him a sword — asking where he to mike the house aceursed under his 
should find the wife who was no wife, own curse How e\ er he lacks strength, 
but a mother whose womb had borne and someone to guide his steps, for 
alike himself ind his children And. m the anguish is more th in man may beat 
his frenzy, i pow er abo\ e man w as his io And he w ill show this to you also, for lo, 
guide, for it w as none of us mortals w ho the bars of the g ites art withdrawn, 
were nigh And with a dread shriek, as and soon you shall behold a sight which 
though some one beckoned him on, he ey en he w ho abhors it must pity, 
sprang at the double doors, and from [The antral door of the palace is now 
their sockets he forced the bending 15 opened Oedipus comes forth, leaning on 
bolts, and rushed into the room attendants, the bloody stains are still upon 

There beheld we the woman hanging his face The following lines between 
by the neck m a twisted noose of swing- Oedipus and the Chorus are chanted 
ing cords But he, when he saw her, rcsponsizely ] 

with a dread, deep cry of misery loosed 20 Chorus O dread fate for men to see, 
the halter whereby she hung And when O most dreadful of all that ha\e met my 
the hapless woman was stretched upon eyes’ Lnhappy one, what madness has 
the ground, then w as the sequel dread come on y ou ? \\ ho is the unearthly foe 
to see For he tore from her raiment the that, with a bound of more than mortal 
golden brooches with which she w as 25 range, h is made your ill-starred life his 
decked, and lifted them, and struck prey ? 

directly on his own eyeballs, uttering Alas, alas, hapless one No, I cannot 
words like these “ No more shall you ey en look on you, though there is much 
behold such horrors as I was suffering that I would eagerly ask, eagerly learn, 
and working Long enough hare you 30 much that draws my wistful gaze — with 
looked on those whom you ought never such a shuddering do you hll me 
to have seen, failed in knowledge of Oedipus Woe is me 1 Alas, alas, 
those whom I ye irned to know Hence- wretched that I am 1 Whither, whither, 
forth you shall be dark ” am I borne in my misery" 1 How is my 

To such dire refrain, not once done 35 voice swept abroad on the wings of the 
but oft struck he his eves with lifted air ? Oh my Fate, how far have you 
hand, and at each blow the bloody eye- sprung’ 

balls bedewed his beard, nor sent forth ' Chorus To a dread place — dire 11 
sluggish drops of gore, but all at once a men’s ears, dire in their sight, 
dark show er of blood came down like hail 40 ' 

From the deeds of two, such ills have p, ^ 

broken forth, not one alone, but with y 

mingled woe for man and wife The Oedipus 0 horror of darkness tha 
old hippincss of their ancestrd foitune enfolds mi, visitant unspeakable, resist 
w is once h ippincss indeed, but today 45 less, sped by a - and too fair 1 Ay nu 1 An. 
lamentation, ruin, death, shame, all once again, ay me 1 How is m 
earthly ills that can be named — all, all, soul pierced by the stab of these goads, an 
ar e theirs above all by the memory of sorro os 

Leadei And hath the sufferer now Chorus Yia, amid woes so many, 
any respite from pain ? 50 twofold pain may well be yoins to mottr 

Second \tessen r er He crus for some and In hear 
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woes, it has become the portion oj 
Oedipus. 

Chorus: I do not know how I can say 
that you have counseled well; for you 
S would be better dead than living and 
blind. 

Oedipus: Do not advise me further 
that these things are not best done thus; 
give me counsel no more. For, if I had 


Strophe 2 


Antistrophe 1 

Oedipus : Ah, friend, you still are 
steadfast in your care of me; you still 
have patience to care for the blind man. 

Ah me! Your presence is not hid from me. 

Ko, dark though I am, yet I know your 
voice very well. 

Chorus: Man of dread deeds, how 
could you in such a manner quench your 10 sight, 1 do not know with what eyes I 
vision? What more than human power could even have looked on my father, 
urged you? when I came to the place of the dead, 

or indeed on my miserable mother, since 
against both I have sinned such sins as 
Oedipus: Apollo, friends, Apollo was 15 s trangling could - not punish . But do you 
he that brought these my woes to pass, think that the sight of children, born as 
these my miserable, miserable woes; bin the mine were born, was lovely for me to 
hand that struck the eyes was none but look upon? No, no, forever not lovely to 

mine, wretched that I am. Why was I to my eyes. No, nor was this town with its 

see, when sight could show me nothing 20 towered walls, nor the sacred statues of 
sweet? the gods, since I, thrice wretched as I 

Chorus: These things are even as you am — I, noblest of the sons of Thebes — ■ 

say. have doomed myself to know these no 

Oedipus: Say, friends, what can I more more, by my own command that all 
behold, what can I love, what greeting can 25 should thrust away the impious one — 
touch my ear with joy? Haste, lead me even him whom the gods have shown to 

from the land, friends, lead me hence, be unholy, and of the race of Laius. 

the utterly lost, the thrice accursed, yea. After bearing such a strain upon my- 
the mortal most abhorred of heaven! self, was I to look with steady eyes upon 

Chorus: Wretched alike for your fate 30 this folk? No, in truth, no. Were there 
and for your sense of it, would that I had still a way to choke tlnffount of hearing, 

never so much as known you I would not have hesitated to make 

a fast prison of this wretched frame, 
Antistro-bhe •> that so I should have known neither 

35 sight nor sound; for it is sweet that our 
Oedipus: Perish the man, whoever he thought should dwell beyond the sphtre 
was, who freed me in the pastures from of griefs. 

the cruel shackle on my feet, and saved Alas, Cithaeron, why did you have a 
me from death, and gave me back to life — shelter for me? When I was given to 

a thankless deed! Had I died then, to my 40 you, why did you not slay me immedi- 
friends and to your own soul I would not ately, that thus I might never have re- 

have been so heavy a grief. vealed my origin to men? Ah, Polvbus, 

Chorus: I also would have had it thus. ah, Corinth, and you that were called 

Oedipus: Then I would not have come the ancient house of my fathers, how 

shed my father’s blood, nor have beetles fair in appearance was I your nursling, 

called among men the spouse of her and what ills were festering beneath. 

]rom whom I sprang; but now I am for- For now I am found evil, and of evil 

saken by the gods, son of a defiled birth. O you three roads, and you secret 

mother, successor to the bed of him glen — you coppice and narrrow way 

who gave me my own wretched being; 50 where three paths met — you who drank 
and if there he yet a woe surpassing from my hands that father’s blood which 
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was my own — you remember, perhaps, all speed, to a place where no mortal 
what deeds I wrought for you to see, shall be found to greet me again, 
and then, when I came hither, what Creon: This I would have done, be 
fresh deeds I went on to do? sure, but that I desired first to learn all 

0 marriage rites, you gave me birth, 5 my duty from the god. 
and when you had brought me forth, Oedipus: No, his command has been 
again you bore children to jour child; set forth in full — to let me perish, 
you created an incestuous kinship of the parricide, the unholy one that I 
fathers, brothers, sons — brides, wives, am. 

mothers — yea, all the foulest shame 10 Creon: Such was the purport; yet, 
that is wrought among men. But indeed seeing to what a pass we have come, it is 
it is unfitting to name what it is un- better to learn clearly what should be 
fitting to do. Hasten, for the gods’ love, done. 

hide me somewhere beyond the land, or Oedipus: Will you, then, seek a re- 
slay me, or cast me into the sea, where 15 sponse on behalf of such a wretch as I 
you shall never behold me more. Ap- am? 

proach, consent to lay your hands on a Creon: Yes, for you yourself will now 
wretched man; hearken, fear not, my surely put faith in the god. 
plague can rest on no other mortal.'^ Oedipus: Yes. And on you I lay this 

[Enter Creon.2 20 charge, to you will I make this entreaty: 
Leader: No, here is Creon, at an op- give to her who is within such burial as 
portune time for your requests, be they you yourself wish; for you will fittingly 
for action or advice; for he alone is left render the last rites to your own. But 
to guard the land in your place. for me, never let this city of my father 

Oedipus: Ah me, how indeed shall 1 25 be condemned to have me dwelling in it 
accost him? What claim to belief can while I live; no, let me abide on the 
be found on my part? For in the past hills, where yonder is Cithaeron, famed 
I have been found wholly false to as mine, which my mother and father, 
him. while they lived, set for my appointed 

Creon: I have not come in mockery, 30 tomb, that thus I may die by the decree 
Oedipus, nor to reproach you with any of them who sought to s.lay me. How- 
bygone fault. [To the attendants .] But ever, of this much I am sure: that neither 
you, if you respect the children of men sickness nor anything else can destroy 
no more, revere at least the all-nurturing me; for I would never have been 
flame of our lord the Sun; cease showing 35 snatched from death but in reserve fo 1 " 
thus nakedly a pollution such as this, some strange doom, 
one which neither earth can welcome, No, let my fate go whither it will; but 
nor the holy rain, nor the light. No, take concerning my children, I pray you, 
him into the house as quickly as you Creon, take no thought for the care of 
can; for it best accords with piety that4omy sons, for they are men, so that, 
kinsfolk alone should see and hear a wherever they may be, they can never 
kinsman’s woes. ^ lack the means to live. But my two 

Oedipus: For the gods’ love — since girls, poor unfortunate ones, who never 
you have done a gentle violence to my knew my table laid with food without 
prediction, you who have come in a 45 their father’s presence, but ever in all 
spirit so noble to me, a man most vile — things shared my daily bread, I pray 
grant me a favor. For your good I will you, care for them; and, if you can, let 
speak, not for iny own. me touch them with my hands and in- 

Creon: And what favor are you so dulge my griet. Grant it, prince, grant 
eager to have from me? 50 it, yoTTnoble heart. Ah, could I but once 

r\ j‘ t . .. O..* — , n „* «-n,w-h ,,-irh in,' hands. 1 should 
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think that they were with me, even as for you. Signify your promise, generous 
when I had sight . . . man, by the touch of your hand. To 

[ Cretin’s attendants lead in the children you, my children, I would have given 
Antigone and Ismene.J much advice, were your minds mature; 

Ha? O you gods, can it be my loved 5 but now I would have this to be your 
ones that I hear sobbing? Can Creon prayer — that you live where occasion 
have taken pity on me and sent for my permits, and that the life which is your 
children, my darlings? Am I right? portion may be happier than your 

Creon: Yes, it is of my contriving, for father’s. 

I knew your joy in them of old, the joy 10 Creon: Your grief has had large 
that now is yours. enough scope; now pass into the house. 

Oedipus: Then may you be blessed, Oedipus: I must obey, though it is in 
and, for reward of this act, may heaven no w av swe et. 

prove to you a kinder guardian than it Creon: Yes, for it is in season that 
has to me. My children, where are you? 15 all things are good. 

Come here, here to the hands of him Oedipus: Do you know, then, on what 

whose mother was your own, the hands conditions I will go? 

whose acts have brought it about that Creon: You shall name them; thus I 

your father’s once bright eyes should shall know them when I hear. 

be such orbs as these — his, who, seeing 20 Oedipus: See that you send me to 

nothing, knowing nothing, became your dwell beyond this land. 

father by her from whom he sprang. Creon: You ask me for what the god 

For you also do I weep— behold you I must give. 

cannot — when I think of the bitter life Oedipus: No, to the gods I have be- 

in days to come which men will make 25 come most hateful. 

you live. To what company of the Creon: You shall have your wish 

citizens will you go, to what festival, presently. 

from which you will not re turn home Oedipus: So you consent? 

in tears , instead of sharing in the holi- Creon: It is not my habit to speak 

day? But when you are now come to 3° idly what I do not mean. 

years ripe for marriage, who will be he, Oedipus: Then it is time to lead me 

who will be the man, my daughters, hence. 

that will hazard accepting the re- Creon : Come, then, but let your 
proaches which will be injurious alike children go. 

to my offspring and to youis? For what 35 Oedipus: No, do not take these from 
misery is lacking? Your father killed his me. 

father, he had offspring from her who Creon: Do not desire to be master in 
bore him, and begot you at the sources all things, for the mastery which you 
of his own being. Such are the taunts won has not followed you through 
that will be cast at you, and who will 40 life. 

then wed? The man lives not; no, it Chorus: [Singingl] Dwellers in our 
cannot be, my children, but you must native Thebes, behold, this is Oedip'vs, 
wither in barren maidenhood. r oho knew the famed riddle, and was a man 

Ah, son of Menoeceus, hear me — since most mighty; on whose fortunes what 

you arc the only father left to them, for 45 citizen did not gaze with envy? Behold into 
we, their parents, are lost, both of us — what a stormy sea of dread trouble he has 
allow them not to wander poorjind un- come. 

wed, who are your kinswomen, nor Therefore, while our eyes wait to see 
abase them tothe leTel of my woes. the destined final day, we must call no one 
No, pity them, when you see them at 50 happy who is of mortal race, until he has 
this tender age so utterly forlorn except crossed life’s border, free from pain. 
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QUESTIONS 

1. What is accomplished in this last scene of the play, if anything? Is th; 
scene merely a catalogue of horrors? 

2. If we judge that something is accomplished in this last scene, do we 
not imply that Oedipus’s self-knowledge, and not the overt action, is 
central to the play? 

3. Does the reported action by the second messenger seem thin and 
“literary,” or does it here give a sense of restraint? To put the matter in 
another way: would anything be gained by representing on the stage 

.Oedipus’s act of self-blinding? (Compare the blinding of Gloucester in 
Lear, which is shown upon the stage. Is one method better than the other, 
or can each be justified in terms of its context? Does the blinding of 
Gloucester help characterize other people in the scene?)" 

4. Notice - that the comments of Oedipus have to do not merely with his 
present woe but with his past blindness and his new knowledge. (The 
knowledge has been bought at a bitter price, but it is knowledge just the 
same.) Are the references made by Oedipus to his blinded eyes merely 
an attempt to enforce the physical horror or, on the other hand, is the 
physical horror somewhat mitigated by being used meaningfully— that is, 
by being used to point up his previous blindness and his present insight? 
What is the relation of the frequent use, in earlier scenes, of images taken 
from seeing and blindness to the tissueof sight imagery used in p. 5696,7-37? , 
Does the earlier use prepare for this scene? Make a study of the imagery 
throughout the play, and note how it amplifies the meaning through- 
out. 

5. Consider the speech of Creon at p. 570a, 30. Earlier in the play he had 
suggested to Oedipus that Oedipus come inside to hear privately the word 
from the oracle, and we remember that Jocasta, when Oedipus quarreled 
with Creon, tried to get him to come inside. Do these scenes bear upon 
this passage in which Creon cries shame upon the spectators with the . 
statement that “it best accords with piety that kinsfolk alone should see 1 
and hear a kinsman’s woes”? Moreover, is Creon’s reference to hiding the 
sight from the sun — “the all-nurturing flame of our lord the Sun” — a glanc- 
ing reference to Phoebus Apollo, the god of the sun, whose priest Teiresias is 
and who has finally brought out into the sunlight the darkest and most 
monstrous of secrets? How many references or prayers to Apollo have there 
been throughout the play? 

6. Is the scene with the children intended merely as an appeal for sym- 
pathy and pity? Or is it in part justified by the fact that Oedipus is thus 
given an opportunity to show that his primary concern is no longer for 
himself but for his children, whom he regards as innocent victims? 

7. Can one justify Creon’s last speech? Does it seem to come as a 
reprimand to a man who is down? 

8. Does the final comment of the chon'- -ome as a pat moral tag? If it 

nnf avJ->U nof ? 
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NOTES ON OEDIPUS THE KING 

I. THE PROBLEM OF MEANING 

The primary difficu lty with this play comes down_tQ_a_ma£ter_of its 
mean ing. The brilliance of the plotTias frequently been praised. The h an- 
dling of the elements of plot is masterly, and even a modern audience has 
little difficulty in seeing this. The present vogue of the detective story in- 
dicates that many a modern reader will appreciate the skillful use of 
suspense. Rut to what end is all the ingenuity? How can Oedipus he’ guilty H 
oFsomething which he has done unwitting!}'? And if one answers that he ish 
g uilty of hubris — that is, that he is too sure of himself, too confident in his j 
own po wers, a little unmindful of the gods — most modern readers find thi s ) 
e xplanation hard to accen t. To one kind of modern reader. the.arroganceV 
of Oedipus may seem slight, and even if proved to exist, could hardly/ 
account adequately for the miseries in which he is eventually .overwhelmed.} 
ForsTfch a modern reader, the punishment definitely does not fit the crime. 

The Greek Context. Nor will it Jo to tell such a reader that the Greeks 
had cer tain id eas whi ch m ade the guilt of Oedipus, for them at least, ade- 
quate to the punishment. This woulcTEe to save th e play (as a documental 
tion~oTGreek ideas and mores) at the~ p rice of robbing it of any significance 
which transcends a mere Greek parochialism. It is perfectly irueTtKat our 
understanding of a play may depend upon a knowledge of the ideas and 
customs of the period in which it was written. If we aie, for example, to 
understand, in Sophocles’ Anti go iu , the conflict between the claims of 
state and the claims of blood, we need to know the importance of Greek 
burial rites. If we do understand the feaiful consequences for the dead man 
of his body’s not receiving burial, then an adequate motive is supplied for 
Antigone’s action. The problem and the theme of Antigone, then, aie of 
universal importance: for the problem posed by the conflict between a_ 
religious and a secular law confronts us today just as it confronted the 
Greeks of Antigone’s day. / 

f Qur real problem, then, with Oedipus the King, is to leiate the paiticular, 
ideas and customs utilized in the play_to universal themes. In this connec- 
tion, modern anthropology and psychology have been of some help. We do 
not refer primarily to the fact that Sigmund Freud has used Oedipus as a 
symbol for a complex of important emotional biases and attitudes. We 
have in mind this: that moder n ant hropology and psycholog y ha ve shown 
that more_yalue att aches' to ^rn ytli ""than men in "theT recent past "have 
Seen inclined tcTtlunk’ t hatth e" hum an min d o ften works in devious wats : 
that the great s} mbolisms ot the past are not exhausted in any merely 
rational “explanation” of them. i 

Sophocles inherited the story of Oedipus, which had survived ^because lit 
had captured the imagination of the Greeks. For various Greek writers it 
perhaps meant various things. What did it mean to Sophocles? 
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Of several things, indeed, we may he sure at the outset: Sophocles was 
not interested in exploiting mere sensational ism , nor was he interested in 
presenting some conventional “message” with a kind of mechanical piety. 
On the one hand, Ot'dipus is not merely ji detective story. Suspense there is, 
and beautifully handled suspense. But every Greek who saw the play, we 
(must remember, knew befoiehand the Oedipus story and its outcome. The 
dramatist intended a significance beyond that of mere melodrama. But on 
the other hand, the dramatist’s meaning was not exhausted in some special 
“message” of concern merely to his paiticular audience. iSome modern 
scholars have been tempted to veer to this extreme, and to consider that 
' Sophocles w as preoccupied \\ ith affirmi ng the impor tance of the gods and of 
'their oracles as a wholesome lessor) to an audience which he feared was be- 
coming incieasingly skeptical. There is a sense in which this account may 
he true; but the student must not take the play to be a sort of horrible 
excmplnm of what happens to skeptical people who disregard the oracles. 
As such, the play would have little to say to .modern man, who of course 
owes no allegiance to the oracles. Does Sophocles’ play make any uni- 
versal statement? 


2. THE PLAY AS A CRITIQUE Or RATIONALISM 

Perhaps t he_easiest wayfor a modern audience to approach the play ]? to 
look - at it as a criii^ite^ofjhe^ claims jof rationa lisiif . We live in a period in 
, 4 which the claims of a complete rationalism have been energetically urged, 
and one in which the methods of rationalism have been pursued with an 
apparently overwhelming success. If the play bears upon the problem of 
rationalism in any fashion, then it may yield something for us at once — 
^vffiafever our final judgment on the meaning of the play turns out to be. 
‘ The Character of Oedipus. Oedipus as presented in the play is _cet; 
tainly not a wicked man . He has rukd_as_a_just king, and he has rule d wit h 
great success. More than that, he is considered to be the~"Savibr of th e 
Theban sta te.. On his arrival at Thebes, as a young man - and as a stranger, 
he had found a headless state — the king having been killed — and a state 
that was living under a nightmare. The Sphinx preyed upon the city and 
could be driven away from the city only by the man who could give the 
correct answer to the riddle which she propounded. Oedipus answ^eied cpr- 
rectly, and the Sphinx was thus exorcised. Oedipus, having been hailed as 
a hero, married the queen, and became tne king of Thebes. 

All this the Greek audience knew, and wemust know it as well, if we are 
to undetstand the import of the tragedy.^For what Oedipus had done in 
answeiing the Sphinx was to give an impressive demonstration of the power 
of the unaided human mind to dispel the darkness, of_ irrationality. But 
<the human intellect has its limitations. Ijate is finally inscrutable. It i s 
t rue that man mu st us e his le ason as be st he can. (Sophocles ap par ently 
(approves heartily of wHatTJedipus ha s don e: r eason is good, and is, to be 
jnsedry BuTOedipus has become too confident in his success, too suie of his 
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own powers and of his own in nocence, as his colloquies with Teiresias anc 
witlTCf^'On-mdfcate : - 1 1 77 

"To ‘say this is not to attempt to overemphasize Oedipus's “guilt.” 
Sophocles himself has not stressed it too heavily. He has not tried to make 
of Oedipus a monster, with a towering pride in his own human powers. 
Oedi pus shows , tesnect-to j-he-gods. , In his difficulty he appeals to the 
iTelphic oracle. He has, as thepTay’ opens, already summoned the seei 
Teiresias. In general, then, he is a “goo d” man, whose actio ns are.“ reason- 
able” and u nderstandabl e, /he pdmr~worrh~stressing ~ Is~ not ' Oedipus' s 
villainy, b ut rather the natu re of thg_jittii ndes which he evemplifie sfi-te. 
^TVhen the peopIe~of Thebes appeal to Oedipus, as the play opens, it is- not 
only the welfare of his peopl e but his own reputation that is at stake. As 
the priest urges hint: “(J Liard your tame, since ... this~fand~ calls - you 
Saviour for your former zeal.” Save us once more. Again, when Oedipus 
asks why the muidc«npf Laius was not followed up at the time of the 
murder, Creon explains that, immediately after the murder, the confusion 
brought upon the state by the Sphinx “mad e u§~let dark thin gs g o, and 
bade us to think of what lay at our doorsT With these reminders of his 
former triumph, Oedipus goes orfto say, “ I wall start afresh, and once more 
make, dark things plain .” It is a natural coniinent to make and perhaps, 
unde r the circumstances, hardly a b oast. Vet the emphasis o n / ( the Greek 
text hasjeyw, which in unemphatic usage would be omitteSTn^uld come 
with Jspecial iro nic effect to an audien ce that knew- what the sequel to 
Oejdipus’s Investigation was to be. 

When the Chorus has prayed to the gods for deliverance, Oedipus re- 
marks, “You pray, and in answer to your piayer — if you will give a loyal 
welcome to my w-ords and minister to jour own disease — you may- hope 
to find succor and relief from wxies.” lire provisionis not so much arrogan t 
as simply compla cent . Oedipus_ believes in ritual: he acknowledges the 
necessity- for o Tserving tHe sacrifi c es, consult ing oracles. an c T utteri ng 
prayers. ‘“But^tfiough prayer is all very well, fulfillment of the prayer is 
someHov- made to rest upon their heeding his wo r ds and aermg upon them. 
Let us repeat: So phocles has not inartisticaliy made Oedipus a mon ster 
o f insolengf ^. All that Oedipus says is “natuial ”; yet He exhibits a kind o f 
complacency with regard to his ability and good motives that becomes , 
ingr easin gr v~sighlfi cant as tfuTpIay de velo ps. J 

fA significant further hint as to the attitude with which Oedipus begins! 
nuTaearch for the murderer is given in his formal appe U ti the murderer! 
to come forward and confess, and in his foimal curse upon the murderer^ 
if he fails to come forvvarifi Does Oedipus really- exp ect th e curse to bring | 
forth the murderer? Evidently- not, for when the Chorus suggests that thej 
murderer will surely- quaiFlicfoIe the terror of the curse, Oedipus answers 
“\^en a man shrinks not from a deed, neither is he scared by a w-ord.” 

£fhe appeal to the muiderer has then been essentially formal and per- 
functoiy. Plainly. Oedipus expects to achieve results by gathering an/ 
sifting the evidence himself. And here he is very thorough indeed, taking 
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every step that he can think of. In general, h e sh ows hi mself as the energetic 
land practical leader of the state, who will - Ho anything and everything— 
even offering clemency for confession — calculated to throw light~on the 
murder. B ut it is obviously not on curses o r pleas that Oedipu s relies. It is 
on his own po wers of reason— ^the powers" that overthrew the Spfiinx.'j - ^ 

-* V -* J 

3- THE RATIONAL MAN'S EMOTIONS 

/ His very diligence, however, and his consciousness of his own clean hands 
and good intentions, provide his one blind spot: he will allow none of the 
evidence to reflect upon him in the slightest degree, and any delay or 
hesitancy by witnesses angers him. Irritated' by Teiresias’s reluctance to 
speak, he is prompt to assign the worst motives to him, and once he is 
I really angry he can be quite unreasonable in attributing the worst 


■sible moti ves to Creon Alf it be objected that, as Sophocles presents it, all 
oTOeclTpus T f conduct is quite “natural” — that no one in his position could 


oTOe dTpuiTs conduct i/quite “natu ral” — that no one in his position could 
possTEf^suspect himself, and that therefore the accusation leveled against 
him quite properly makes him furiops, one can only agree. JIiTt .this ofc- 
'ervation does not alter the fact that Oedipus is possessed bv a kind of over- 


uman reason — in this case, his own 




On 'the matter of his self-con iid enc e. the anger of Oedipus is quite re- 
vealing: he has evidently never had too much faith in Teiresias as a 
prophet— which is why he is so easily convinced that Teiresias has trumped 
up a charge against him; h e is very proud of his ability to solve ridd les 
without help, for he taunts Teiresias with failing to answer the Sphinx anti 
says proudly, “I came, I, Oedipus the ignorant, and made her mute, when 
I seized the answer by mv wit, untaught by birds.” lie i s p rompt to sus - 
Creon and blame him bitterly for even having suggested appealing 


to T eiresias. 

'At the same time it is perfectl y und erstandab le that Te iresias is unwilling 
I to reve al an unpal atable truth wh i ch he knows will be re jected by a m an 
so confident in his own rig htness as O edipus is. The actions oTboth men 
are completely plausible in terms of their initial assumptions: it is the 
initial assumptions that clash, and this clash is pointed up in the angry 
words between the two men. Oedipus taunts Teiresias with being a mystery 
monger — “ What riddles, what dark words you alw ays speak .” Teiresias 
taunts Oedipus in return for his confidence in rationality — “ But are you 
not most skilled in unraveling dark speech?” And Oedipus accepts the 
I compliment even though it be left-handed: “Make that my reproaeh in 
1 which you will find me greatj/' 

The chorus which follows this interchange fp. 551) is most interesting. 
The Chorus is quite confident that the murderer cannot escape , . nut they 
| ye troubled at the accusation which Teiresias has leveled squarely at 
I ^Oedipus . Whereas they have complete confidence in the gods, they are not 
certain that Teiresias’s utterance represents the truth of the gods: 
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but that a mortal seer wins knowledge above mine, of this there can be no 
sure test . . This is precisely Oedipus’s own point: the gods may know; 
but when it comes to a mortal’s claiming to he the mouthpiece of thc~gods~, 
here he is unconvinced. Itisjiignificant that the Chorus closes its song with 
another'Teference to Oedipus's victory over the Sphinx. Ironically^the 
event dominates the feeling of the people of the city as it evidently domi- 
na tes the thinking of Oedipus himseTf ~ 

In his angry colloquy with Creon, Oedipus shows to disadvantage; he is 1 
unrea sonabl e, suspicious, obstinate — traits which we hardly thi nk of as 
char acteristic of tlie rational m an, but they spring from Oedinus’s very 
confidence in hi s reason ; and, in terms ot his r eason ing, his anger is quite 
justified. The kind ot reasoning to wfnchTJedipus pins his hopes (pp. 553-54) 
perfectly warrants the suspicion of Creon to which he gives free rein, and 
his reasoning is good — as far as it goes) Most men would desire the king- 
ship (even though Creon says that he doesn’t), and most men who hadi 
information about the death of a king would be all too happy to lay theiij 
information before a people anxious to find the murderer rather than bring! 
it forward now after a lapse of years. " j. 

Wh at ever conflicts with Oedipus’s “reasoned” conclusions must mak e' 
way for them : the confidence that might have been engendered by long 
association — as with Cieon; or the wisdom of an old and blind servant of 
the gods — as with Teireaias; or the ripe counsel of the Theban elders, 
Oedipus has a bright mind and is an able reasoner, but, as Creon savs t h e 
is not' aujy :. h e does not rejtL jve. that in human liffairs Bigjdmplcsr. or even 
thfTapparently most logical, expla nation of the f a cts is y>r necessarily th e 
truejjnef ” 

This general confidence in reason shows in a better light in Oedipus’s pas- 
sionate eagerness to g et the whole truth . He v. ill not res t satisfiecTuntiT iTe 
knows fully rThe counsel to let well enough alone — counsel first given by, 
Teiresias, thenliy the Choi us, and later by Jocasta — does not for a moment^ 
deter him. Sophocles has been quite fair to Oe dipu s here: if he trusts too^ 
confidently jn_his own abi lity to arri ve at the truth, he at least does have_a 
passiona te de votion to the_ truth, and he r e fuses to husH~u p~His~ 3 oul:>ts, l 
once they have~begun t o arise . 


4. jocasta’s RELATION TO THE THEME 

It is of course one of the major iron ie s of the pla y that it is Jocasta’s , 
effort to reas sure Oedipus that hist shakes him with doubt . She argues that 
oniTneed not pa} r attention to the oracles: “Listen to me. and learn for 
your comfort that there is no mortal who can claim the gift of prophecy.” 
She illustrates her generalization by pointing out the complete failure of 
the oracle which had stated that Laius would he killed by his own soil. 
The son died as an infant, and Laius was killed by a highwayman. But in, 
saying this, she happens to describe the place where Laius was killed, and 
Oedipus remembers too well that he had killed a man of about Laius’s age 
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at this spot and about the same time that Laius died. Jocasta tries to dis- 
courage him from seeking additional information, but Oedipus cannot rest 
until he knows, for better or worse, whether or not he is guilty. 

If we have been correct in appio aching the play ns a cr itique of ratio n- 
alism , then this theme receives - !! strong reinforcement from the speeches 
and actions of Jocasta. Fate, she believ es, can be o utw itted . Long ago, she 
and Laius tiied to circumvent the oracle’s prediction concerning their off- 
spring, and she is sure that they have succeeded. If that prophecy has 
proved to be false, this prophecy concerning her husband may also be 
meaningless. ‘‘ You judge well.” Oedipus tells hcr j'p. 558).- 
j We should notice, however, that Tncasta docs not say tha t the gods, are 
p owerles s. She is careful to say of the oracle which she believes that she and 
ILaius have circumvented: "... I will not say [it was] fiom Phoebus him- 
self, but from his ministers. . . She levels her attack, as Oedipus did in 
his colloquy with Teiresias, a gainst the ministers of the god s — not against 
t he gods themsehe s. OedipuS reveals himself as truly Jocasta’s son: his 
mother before him had come to rely on her own wit and her ability to bring 
prophecies to naught. 

■The Chorus’s Contribution. The song of the Chorus at this point is highly 
Significant (p. 55S). The last speeches of Oedipus and Jocasta smack of an 
irreverence toward the oracles fiom which the Theban citizens wish to 
dissociate themselves. Hence the Chorus co mme nts on t he fact that in- 
solence breeds tyrann y, _ aiifl gn rVrmtn nTnT-e the rTf st motion between th e 
tyrant and the true patriot. Does this mean that the Chorus no w has 
Oedipus in mincFin its leference to “the tyrant” wh o has no ^reverence 
for the images of thejjpds”? No t precisely . It still ictains its faithln 
Oedipus, as its next song indicates. It certainly does not believe tha t he is 
guilty of the murder of Laius. But tfi eTast colloquy between O edipus and 
his queen, as well as his inso lence tow aid (Venn, is rle a ilv the occasion 
whi ch has prompted the Chorus’s dist urbed comments on insolen ce and 
scorn of the divine images^ And~t hc last stanza of its son g certa mlv com - 
ments very "specifically on Jocasta’s statement that she will h enceforth 
“loolTTor what concerns divination” neither “to mv rip lit hand or mv 

i»““ — 7^ 

'•'Tn a sense the Chorus’s song is actually a praver on behalf of Oedipu s. 
They have alway^rHgarded'Yrim as a~Efue “patriot, but still he requires' 
heaven’s aid. T o sc ornjt — and they evidently fear that Oedipus’s present 
attitude toward the oracles partakes of such scorn — and to trust tq jonels 
own reasoning is not only to~TairT 5 ut even to risk hemming the pmufl 
sinner . .] 

'ITTe messenger from Corinth gives dramatic corrohoratinn to Tncas ta’s 
speeches on the falsity of the oracles: another prophecy has apparently 
tailed “to come true. Polybus has not been killed by Oedipus but has died a 
natural death. Jocasta’s first thought is about this aspect of the message, 
and she hastens to make Oedipus aware of it. Oedipus re ceiv es the new s 
with joy,jand here he comes to his full expression of hubris . There is a kind 
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of exaltation in his exclamation: . . why should-one look to the hearth 

of the Pythian seer, or to the birds that scream above our heads. . . . But 
the oracles as they stand at least, Polybus has swept with him to his rest; 
in Hades: they are worth nothing.” And Jocasta joins him in his exultation J 
“And did I not predict this to you long ago?” The man “to whom thesej 
things are nothing bears his life most easily.” ~ ‘ 1 

The Irony of the Messenger.' (Yet Oedipus confesses that he retains and 
lingering fear: of the prophecy concerning his mother, for Mcrope is still 
alive. The Messenger endeavors to reassure him by telling him that Merope 
was never his mother, nor Polybus his father. But, eager as he is to g ive 
Oedipus joy and make possible his return to Corinth, the Messenger has 
failed to understand the earlier convcrs.it ion, "hr else is very shortsighted 
and clumsy. B y telling O edipus .that Polvbus and Merope are n ot his 
pa re nt s. he does not invalidate t he curse — l ie ac t u ally gives it a new vita l- 
itv. I’ or the prophecy has failed only if Pol\ bus \\ as the fuJicr of Oedipus, 
rfhe was nofT then Oedipus may _\et kill, or may alieady have killed, his 
father: the death of Pah bus now proves nothing. In the same \\ ay, Oedipu s 
has now b een freed from fear of Metope — but onlp at the p rice ■ of having to 
feat ,\r ry other cvom a-i old caau gh^laJuJus -W MlItcr. Thus the Messenger, 
•whose first words have filled Oedipus with a suise of triumph and exulta- 
tion. iionie allv goes on to op.en_itp the abyss beneath Oedipus’s feet . 

When the Messenger goes on to say that the shepherd who gave the 
infant Oedipus to him w as one jof Laius's house, Jocasta knows all that she! 
needs to know.jhhe makes one la'st at tempi - to dissuade her husband from 
cariying on tne search. But Oedipus again makes, with fine irony, the 
natural and “logical” deduction from her reluctance: Jocasta evidently is 
afiaid to find that she has wedded a foundling, a man of no name. In ex-j 
pressin gjjis..sfjj.rij_at \ybaf he imagines to be foc asta ’s Jalse_piide,_Oedipus 
ironically expresses his own pride — ;a piiele which has in it a fin,. manlinesj 
asAvell as a kind ot auogancc.^IIe is, he buusis, Fotuine’s favorite child,. 
and lie is willing to stand by what Fortune can do to hi ml fortune ha 
brought him from a foundling origin to the point of highest power. H ‘ 
glories in t he fa ct thatjie has be conic king not b\_the accident_of birth pu • 
by, achievement. It is what a man is that counts: "Nothing can m ake nt< 
other tKan lam.” But to the audience, Lhe statement comes withjronic\ 
fSrce : it sets" roith liis nohle independence but also his tragedy. Nothing 
can make Oedipus other than what he is, the so n ot Laius. sf, 

"The apparently coincidental anival of the Herdsman is explained by the 
fact that he has already been summoned. But O edipus has foigot Ins 
original reason f or summonin g him — to secur e testim ony o n the~3eath of 
L aft is — iiT Tfis~ea ger mterest-m-the ram e -immediate- qusstk>n-o£_hi;yow _n 
birth. This forgetting, which the Chorus shares, is natural. As it comes 
about, the Herdsman will answer both questions. Yet, like Teiresias and 
Jocasta, the Herdsman would save Oedipus from the horrible knowledge 
if he could. But as before, Oedipus is ironica l ly unc ompromising in getti ng 
at the truth, and at the end he has his proof^ 
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5. THE PROBLEM OF OEDIPUS S GUILT 

T he speech of the Chorus (p. 566) is not only a noble poem. It serves 
to p oint the theme. Notice that the Chorus does not blame Oedipus. I n- 
stead, it comments upon the unc ert ainty of human life: the fact that 
' T r success' rr ~ 3 oes not mean happiness, the fact that fare can not be trick y I 
A*s \ve have seen, pity, cruelty, foresight, and bravery have all been employed' 
in trying: to circumvent fate, and have actually themselves been woven into 
the web of fate: the cruel decision of Laius and Jocasta to expose the babe, 
the pity of the Herdsman who found it, the decision of Oedipus to give up bis 
life as a king’s son bv leaving Corinth — all have played their part in bring- 
ing about the fulfillment of the prophecy. 

Yet, as we have remarked, the modern reader maj remain dissatisfied 
with the meaning of the play. I He tends to ask what Oedipus could have 
done to avoid the fate which overtakes him and, if he can find no such 
preventive step indicated, he feels that Oe dipus is simply a passive, helples s 
victi m of fa tej The modern reader may also share a closuy related feeling, 
that Oedipus is not a ‘‘guilty” man — does not deserve his fate. At least 
one modern classical scholar has recently put this view forcefully. 

vThese possible objections relate to two very important elements in 
tragedy.) As we have said (pp. 1 jo,.jpr-2-i0, the protagonist must not be 
“a virtuous man brought from prosperity to adversity” < see Aristotle’s 
Pasties 12, Appendix). The nature of Oedipus’s guilt has already been can- 
vassed somewhat. Hut a final account of it depends upon our disposition 
of the other objection, that Oedipus is a “passive” character. 

The Question of Focus. In the first place it is impoirant to see that 
Sophocles might have written his play so as to have put t he principa l 
focus o n some decisive act by which the protag onist causes his o wn ruin . 
Ibse n’s Ghosts, for example, has such a focus. In that play Mrs.^lvih gT 
though her husband is a libertine and she feels that she ought to leave 
him, has yielded to the pressures of conventional society and, with the 
best of motives, has gone back to him and borne him a son. As the play 
.bpens, the son, now a young man, returns home, and the now widowed 
mother gradually learns with horror that her hopes for her carefully nur- 
tured son have been wrecked. He has inherited his father’s disease and, as 
the play ends, goes mad before her eyes. He is only a victim, a pathetic fig- 
ure. The tragedy is Mrs. Alving’s. She had chosen with good intentions, but 
she had chosen unwisely, and she now suffers the consequence of her choice. 

• One can conceive of Sophocles’ play worked out in somewhat the same 
way, becoming instead of Oedipus the King, a sort of Jocasta the Queen. 
ijocasta, though she knew what the oracle had prophesied, would, in our 
supposed play, have gone on to bear Laius’s child, and then have at- 
tempted, with Laius, to try to get around the consequences. She has even 
been willing to kill the child to forestall the horror of what he may do. 
She makes her decision — she commits herself to a course of action — which 
brings her doom upon her. So fnrucprl, play would have an active pro- 
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• tag onist and a decisive ac t. If it be objected that such a play would, by 
centering the play on Jocasta, ^urn Oedipus, like Ibsen’s Oswald , into an 
essentially pathetic, not a tragic figure, one must cntainly agree. 

But this play Sophocles chose not to write; instead he preferred to givt 
us the play as it stands, which may seem a play which lacks a specifi c 
foc us on some decisive act , 'the w ell-intentioned but disastrous, commit - 
ment tr>_a co urse of artlo n/ For t bough we can ar gue, if %ve 4 i ke, tha t 1 
Oedipus a ctually performed such an act when he ventured to kill Laius 
and' anothe Fluch act when h e mar ried Jocasta (if ~he had believ ed the 
oracle fully hewould have dared kill n o man, dated m arry no womanl. still, 
these events Took place long Before t he action of the plav. They are brought 
into fo cus~only lace in~tKe play ^ Is Oedipus the King . then, a plav which 
v facks emphasis on some decisive act committed by the protagonist ,~and 
which piesents us, consequently, with what isessentkdly a p a ssiyw suf- 
fering protagonist? . ^ 

' The “Action” of the Play. As Sophocles has actually foclised\the' j)la\£ 
the ‘ faction” consists in Oedipus’s struggle for knowledg e — a struggle first 
for knowledge of the evil that besecs the state, but ultimately a struggle for 
self-knowledge. This know ledge does not overwhelm a passive Oedipus. He 
has to strive actively tor it — against recalcitrant witnesses and against the 
pleas of weTPwishers who try to dissua de him Irom the quest. Ihe oracle 
does not simply “announce" that Uedipus is the murderer. Even the 
f specific accusation made by Teiresias as the instrument of the god is quali- 
fied by the ob-v ious anger in which it is spoken. The aceus.ati.0n does njt 
convince the Theban e'd^is, for instance; it doesjaot constitute “proof.” 
Oedipus has demanded proof. We must not foiget that it is Oedipus, mor e? 
than ariv~othe r persoiTin the plav, who manages to get together this oroo fj 
which damns' him. Kt, tCi ^ ^ ^ ^ ? KiX^ U v> 

It majTBelielpful at this point to remind ourselves that whereas in many 
stories there is a decisive change in the fortunes of the protagonist (he 
wins his battle or he is killed), still, in many other stories, what “happens” 
to the piotagonist is not some overt change, b ut an inner one : the protago- ; 
nis t com cs_to a n ew knowledge of hims elf — he comes to understand hims elfi 
as he d id not _before. Th e outer event and ~the inner event may be int i-, 
ma tely con nected with 'e ach othe r : in Oedipus the Kina, for example, the i n-\ 
t ellectual lTTum in aT ion~T i a s tremendous repercussions in the field of ove' rtj 
action. Oedipus can“no' longer reign in Thebes; moreover, he cannot bear 
any longer to look at the world about him. He puts out his eyes and begs 
for banishment. But the inner ch an ge, pypn whfta - a r. t- rnnni r tjil with n 
d ecisive overt action, can be as meaningful as the first, and it can be a s, 
? “ dramatic .” To take an example from one of the plays in this book, some- 
thing of the greatest importance has happened to Lear , even if he should 
come at the end to be restored to his throne and kingdom. He has gamed — 
and this is al so true of Fa 11 sms — a kind of kn owledge which makes him a 
different man from the man whom we see at the beginning of the pla y.* 
^^dSnowing as Action. Knowing, then, is a form of action. The gaining of 




man experience r 

Oedipus’s punishment can scarcely be made to square with poetic justice 
with getting his deserts — hut that is iust the point of the trage dy: t hat 
men do not actually experience poetic justice . Lite does not follow W 
bourse that men think it will follow or ought to follow. The outcome of 
Oedipus the Kine. we may say, not rest unon some thesis that Soipho- 
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cles thought ought to be true, but on what Sophocles observed to be the 
actual state of affairs. "*' r ~ ’ ’ — * 


6. THE UNIVERSALITY of Oedipus the King 

Lest the reader feel that this is too dark and saturnine an account of the 
human situation, at least as it exists today, one needs only to appeal again 
to the facts. One need not read this play as a tract for the times of the atom 
bomb in order to suggest that the play has still something to say to our 
times — that it deals with a universal problem. 

Our o wn age is one wh i ch has taken w ith the utmost seriousness the 
Fa ustian dictum that know l edge is power. We have sought knowledge 
passionately, and with remarkable success. Part of our motive has been 
the desire for power, but it would be unfair to deny that there has been 
a noble side to our motivation. We have been happy to garner even "use- 
less” knowledge as somehow good in itself. We could not, we felt, have too 
many facts. We could not have too much knowledge. That is still the 
passionate faith of a great many of us, even at a time when the amount of 
knowledge which we have gained has become embarrassing to us. 

It has become embarrassing — this is the testimony of the scientists them- 
selves. And knowledge, as we are coming to see, is not the same thing as 
wisdom. At the moment when man has come to his fullest knowledge of 
how to manipulate the world of things — and his fellows, considered as ob- 
jects of manipulation, considered as things— at just this moment he has 
come to see how little he knows himself, how nonlogical, how irrational the 
human mind itself is. To say all this is not to plunge into an obscurantism 
of despair. (A careful reading of Sophocles will indicate that Sophocles 
himself has offered no counsel of despair.) But we may actually be in a 
better position than recent generations have been to appreciate the genera^ 
critique of rationalism which Sophocles offers us. for we have had the easy' 
( mytTi of automatic progress shaken for us as it vTas not shaken for them, 
and we have had a rather naive faith in rationalism seriously questioned/ 

If the play docs constitute a critique of rationalism, the ironies of the 
play become deeply meaningful. For the essence of irony is the contrast 
between the expecte d or the desired or the idea l ex peri ence and the actuaL 
experience. Thelfbnic insight thus always shocks by reversing normalex- 
pectancies. As we have seen, this play is a tissue of such lroniesjLGedipu&r 
by^attempfing to circumvent his fate, has insured its realization-,;. the 
Sphinx’s riddle turns upon the question “What is man?” and Oedipus, 
who thought that he knew the answer, finds at the end that he did not 
know what he himself was;V)edipus, who saves Thebes from the Sphinx, j 
cannot save himself — “Others he saved, himself he could not save”;'^Jo- 
casta’^ attempts to assuage her husband’s fears actually inflame those 
fears;*the messenger from Corinth whose message “proves” that the oracle 
has been false unwittingly brings the real proof of its truth f Oedipus’s curse 
upon the "murderer of Laius has been unconsciously a curse on himself; 
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■Oedipus attains the wisdom of Teiresias, whose blindness he has earliei 
mocked, only bv becoming himself blind. But these ironic reversals are not 
jtsed merely for the more superficial theatrical etfects 1 thoug h some o f than 
f unction admirably as idra maticTflfects). TroperTv understood, tbeyund er- 
line?tKe~critiqi 7 e ofTiuman knowledge which is made by the play as a-w hnlp 
For truth, Sophocles suggests, may slip up on the blind side of man: 
logical deduction may miss it, energy and diligence may fail to encompass 
it; it can run with the hounds as well as with the hare. The simplest ex- 
planation which covers all the facts may be the one which the human mind 
is necessarily constrained to accept; but the simplest explanation may not 
be the true explanation. 


V 


questions on Oedipus the King 


. XpSrf The student should compare Dr. Faustus with Oed ipus the King. Both 
pl ays make a critique of knowledge . In both of them the protagonist begins 
with a definite conception of what kind of knowled ge is valuab le, and in 
both, the protagonis t comes to another sort of k now ledg e. Oedi pus, ol 
course, f eels sure that the predicted curse cannot apply to him; on t he othet 
hand, Faustusinvites t he curse, as it w ere, ‘with ope n eyes. Compare and 
contrast the "meaning ot the two plays 7 Consider the possibilities that 
are available to the dramatist in terms of the contrasting situations. 

2. There is a sense in which Oedipus the King concerns itself with pride 
of family and pride of lineage. Oedipus possesses a noble independence 
which comes out when he discovers that he is not of royal blood, the sor 
of King Polybus, as he had supposed he was, but a foundling, the mere 
child of fortune. But notice that, at the end of the play, Oedipus accepts 
his restoration to princely lineage as the child of King Laius, with touching 
pathos and yet with a fine ironic dignity when he says fp. 569) “ . . . since 
I, thrice wretched as I am — I, noblest of the sons of Thebes — yet doomed 
myself to know these no more. . . What ironies are present in this refer- 
ence to himself as the “noblest of the sons of Thebes”? What are some ol 
the ways in which these ironic senses have been prepared for? 
f 3. “ Sophoclean iron y” i nvo l ves the disci epancy bet ween what th e 
c haracter in a plav thinks to he true and what, as the audience alread y 
' knows, is actua lly true Oedipus, for example, promises that he will con- 
duct the investigation into the death of Laius as zealously as if Laius were 
his own father. The term “Sophoclean” derives, of course, from the bril- 
liant use to which Sophocles put this device in his various tragedies. On the 
basis of a reconsideration of the play, can the student agree that Oedipus 
the King may be characterized as a tissue of “ Sophoclean ironies” ? (The 
Greek audience, _of coui se, k new t he story of Ofedipus and its outcome 
before it sat down to view the play.; Ho vs ki 1 Ifu ! I yhas Sophocles madejjse 
oFLus audience’s pr ior kn owledge of the story ? Does this prior knowledge 
TcirTthe" pngn ih i U t ylnf sus pense! On_jhe_ot her b and. is it possibl e to argu e 
tlTat the plav is more effective to a reader or audience which knows-the-plot 
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than to one which does not ? Consider, in this co nnection, Heibert Read' s 
con ten tlon th a t true drama ftnd suspense about the outcome of the plo t 

are inrompafihlp 

4. Consider carefully the f unction of the Choru s in this play. Are the 
songs of the Chorus mere hits of "decoration”? May it be said that the 
Chorus serves as a device to control the attitudes of the audience through- 
out the play — to express its apprehens ion, its hope , i ts desire to advise 
the hero, ont o warn the her o, etc. ? Is the Chorus in this play something 
which could be dispensed with, or is it, on the other hand, an integral part 
of the plav which performs highly important functions? 

5. The student should read Sophocles’ other play on the Oedipus theme, 
Oedipus at Coloitus , which portrays the blind Oedipus during the last part 

* of his life. We have considered Oedipus the King as a complete play, as 
indeed it is; and one need not read Oedipus at Colonus in order to complete 
the story. ^ et Oedipus at Colonus may be more meaningful to us after a 
reading of Oedipus the King. What traits, if any, connect the older Oedipus- 
with the character whom we have known in Oedipus the King? How is the 
older Oedipus different from the character in Oedipus the King? What has 
come out of Oedipus’s sttffeiings, if anything? Why is Oedipus, at the end of 
his life, regarded as holy? Does this regard for hint as holy spring merely 
from the prophecy told of him, or is this holiness with which he is credited 
manifested to the audience dramatically in terms of a revelation of traits 
f. of mind and character?' In other words, is the contention between Thebes 
and Athens over wdtich shall furnish the burial place for Oedipus moti- 
vated mechanically, or does the character in the play convince us dra- 
matically that he does possess a special sanctity? 

6. Oedipus at Colonus may seem to involve even less overt action than 
does Oedipus the King. Yet, there is a sense in which it may be argued that 
Oedipus in the play concerning his old age is more “active” — less the vic- 
tim, less passive, than he was when he reigned at Thebes. Consider the 
matter and discuss it fully. 

' 7. To what extent does Oedipus at Colonus depend upon our knowledge of 

Oedipus the King? Is Oedipus at Colonus a dramatically self-contained unit? 
Is the relationship between the two plays comparable to that between 
Henry IV, Part One and Henry IV, Part Two? 

8. What may we learn about the nature of tragic experience front the 
change in attitude toward Oedipus, which is the subject of Question 5? 
Why is the experience not merely “unhappy,” as the popular use of the 
word tragic would imply? Is there anything redemptive in the experience? 
Why should this be true ? 

r 1 FURTHER READING 

The instructor may wish to take up, at this time, Shakespeare’s Macbeth, 
which, in some very interesting points, has resemblances to and differences 
from Oedipus the King. The*notes and questions on Macbeth may be found 
on pages 668 ff. 
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5 . Shakespeare, King Lear 


y 7-1SG lear (1605 or 1606) is one of the most complex ot 
MS Shakespeare’s tragedies; perhaps it is one of the most 
A. complex of all tragedies. Taken at the more obvious 
level, the complexity is the result of an apparently double plot and of 
complex interrelationships among an unusually large number of principal 
characters. In reading the play, the student should first strive to define the 
relationship among the parts. What is the connection between the Glouces- 
ter plot a nd the Lear p lot? Does one^sirflply echo the other, giving us i 
kind of doub le view of par ental misunderstanding, or are they integrated ir 
some fundamental wayrTn see"kirig“aTi answer to this question, tKe’studehi 
will inevitably fmd~ himself moving into the underh ing problem of the 
meaning of the play. Here he will doubtless find it useful to see what he 
has learned in Oedipus the King that will throw light upon the tragic state 
mem of Lear. 


But the question of meaning will involve the reader also in a study of th 
system of imagery and symbols which Shakespeare uses. In Henry IV 
'Part One we have already seen how imagery is used to qualify meaning 
in King Lear we have a tremendous fullness and variety of imagery whic’ 
must be taken into account if the intent of the play is to be defined. Henc 
the imagery demands attention from the start. 


KING LEAR 

DRAMATIS PERSON.® 


Lear, King of Britain 

King of France 

Duke of Burgundy 

Duke of Cornwall 

Duke of Albany 

Earl of Kent 

Earl of Gloucester 

Edgar, Son to Gloucester 

Edmund, Bastard Son to Gloucester 

Curan, A courtier 

Old Man, Tenant to Gloucester 


Doctor 

Fool 

Oswald, Steward to Goneril 
A Captain employed by Edmund 
Gentleman attendant on Cordelia 
A Herald 

Servants to Cornwall 
Goneril 

Regan ■ Daughters to Lear 
Cordelia 


Knights of Lear’s train, Captains, Messengers, Soldiers, and Attendants 


SCENE — Britain 
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ACT I 

Scene I — King Lear’s palace 

[ Enter Kent, Gloucester, and Edmund .] 

Kent: I thought the king had more 
affected 1 the Duke of Albany than 
Cornwall. 

Glou.: It did always seem so to us: 
but now, in the division of the kingdom, 
it appears not which of the dukes he 
values most; for qualities are so weighed, 
that curiosity in neither can make choice 
> of either’s moiety. 2 9 

Kent: Is not this your son, my lord? 

Glou.: His breeding, sir, hath been at 
my charge: I have so often blushed to 
acknowledge him, that now 7 1 am brazed 
to ’t. 

Kent: I cannot conceive j’ou. 15 

Clou.: Sir, this young fellow r ’s mother 
could: whereupon she grew round- 
wombed, and had, indeed, sir, a son for 
her cradle ere she had a husband for 
her bed. Do you smell a fault? 20 

Kent: I cannot wish the fault undone, 
the issue of it being so proper. 

Glou.: But I have a son, sir, by order 
pf law, some year elder than this, who 
yet is no dearer in my account: though 
this knave came something saucily to 
the world before he w T as sent for, yet 
was his mother fair; there was good 
sport at his making, and the whoreson 
'must be acknowledged. Do you know 
this noble gentleman, Edmund? 31 

Edm.: No, my lord. 

Glou.: My lord of Kent: remember 
him hereafter as my honourable friend. 

Edm.: My services to your lordship. 

Kent: I must love you, and sue to 
know you better. 37 

Edm.: Sir, I shall study deserving. 

Glou.: He hath been out nine years, 
■jt and away he shall again. The king is 
coming. 

[Sennet. Enter King Lear, Cornwall, 
Albany, Goneril, Regan, Cordelia, and 
Attendants. 

1 More liking for. 2 Extreme care by either 
cannot lead him to choose the other’s share. 


Lear: Attend] the lords of France and 
Burgundy, Gloucester. 

Glou.: I shall, my lord. 

[ Exeunt Gloucester and Edmund . 3 

Lear: Meantime we shall express our 
darker 3 purpose. 45 

Give me the map there. Know that we 
have divided 

In three our kingdom: and 't is our fast 
intent 

To shake all cares and business from our 
age; 

Conferring them on younger strengths, 
while we 

Unburthen’d crawl toward death. Our 
son of Cornwall, 50 

And you, our no less loving son of 
Albany, 

We have this hour a constant will to 
publish 

Our daughters’ several dowers, that 
future strife 

May be prevented now. The princes, 
France and Burgundy, 

Great rivals in our youngest daughter’s 
love, 55 

Long in our court have made theit 
amorous sojourn, 

And here are to be answer’d. Tell me, 
my daughters, — 

Since now we will divest us, both of rule. 
Interest of territory, cares of state, — 
Which of you shall we say doth love us 
most? 60 

That we our largest bounty may extend 
Where nature doth with merit chal- 
lenge. 1 Goneril, 

Our eldest-born, speak first. 

Gon.: Sir, I love you more than words 
can wield the matter; 

Dearer than eye-sight, space, and lib- 
erty; 65 

Beyond what can be valued, rich or rare; 
No less than life, with grace, health, 
beauty, honour; 

As much as child e’er loved, or father 
found; 

A love that makes breath poor, and 
speech unable; 

3 Underlying. ‘Natural qualities and 
merits both make claims. 
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Beyond all manner of so much I love 
you. 70 

Cut.: lAsidc.-] What shall Cordelia 
speak? Love, and be silent. 

Lear: Of all these bounds, even from 
this line to this. 

With shadowy forests and with cham- 
pains rich’d, 

With plenteous rivers and wide-skirted 
meads. 

We make thee lady: to thine and Al- 
bany’s issue 75 

Be this perpetual. What says our second 
daughter, 

Our dearest Regan, wife to Cornwall? 
Speak. 

Reg.: I am made 
Of that self metal as my sister. 

And prize me at her worth. In my true 
heart 80 

I find she names my very deed of love; 
Only she comes too short: that I profess 
Myself an enemy to all other joys, 
Which the most precious square of sense 
professes; 5 

And find I am alone felicitate 85 

In your dear highness’s love. 

Cor.: [Asided] Then poor Corde'ia! 

And yet not so; since, I am sure, my 
love’s 

More ponderous than my tongue. 

Lear: To thee and thine hereditary 
ever 

Remain this ample third of our fair 
"kingdom; 90 

No less in space, validity, and pleasure, 
Than that conferr’d on Goneril. Now, 
our joy. 

Although our last and least; to whose 
young love 

The vines of France and milk of Bur- 
gundy 

Strive to be interess’d, 6 what can you 
say to draw 95 

A third more opulent than your sisters? 
Speak. 

Cor.: Nothing, my lord. 

Ltar: Nothing! 

Cor.: Nothing. 

6 Which the most delicate sensibility 
makes us aware of 8 To have an interest in. 


Lear: Nothing will come of nothing: 

speak again. I00 

Cor.: Unhappy that I am, I cannot 
heave 

My heart into my mouth: I love your 
majesty 

According to my bond ; no more nor less. 
Lear: How, how, Cordelia! mend your 
speech a little, icg 

Lest you mat’ mar your fortunes. 

Cor.: Good my lord, 1 

You have begot me, bred me, loved me:I 
Return those duties back as are right fit, 
Obey you, love you, and most honour 1 
you. 

Why have my sisters husbands, if they ■ 
say 

They love you all? Haply, when I shall 
wed, no 

That lord whose hand must take my 
plight shall carry 

Half my love with him, half my care and 
duty: 

Sure, I shall never marry like my sisters, 
To love my father all. 

Lear: But goes thy heart with this? 
Cor.: Ay, my good lord. 

Lear: So young, and so untender? 
Cor.: So young, my lord, and true. 
Lear: Let it be so; thy truth, then, 
be thy dower: 

For, by the sacred radiance of the sun, 
The mysteries of Hecate, 7 and the night; 
By all the operation of the orbs 121 
From whom we do exist and cease to bep 
Here I disclaim all my paternal care. 
Propinquity and property of blood. 

And as a stranger to my heart and me 
Hold thee, front this, for ever. The 
barbarous Scythian, 

Or he that makes his generation messes 
To gorge his appetite, shall to my bosom 
Be as well neighbour’d, pitied, and re- 
lieved. 

As thou my sometime daughter. 13° 
Kent: Good my liege, — 

Lear: Peace, Kent! 

Come not between the dragon and his 
wrath. 


7 Goddess of enchantments. 
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i loved her most, and thought to set my 
rest 

Dn her kind nursery. Hence, and avoid 
my sight! 

3 o be my grave my peace, as here I give 
Her father’s heart from her! Call 
France; who stirs? 136 

Call Burgundy. Cornwall and Albany, 
With my two daughters’ dowers digest 
the third: 

Let pride, which she calls plainness, 
marry her. 

I do invest you jointly v ith my power, 
Pre-eminence, and all the large effects 
That troop with majesty. Ourself, by 
monthly course, 142 

With reservation of an hundred knights, 
By you to be sustain’d, shall our abode 
Make with you by due turn. Only we 
shall retain 

The name, and all th’ addition 8 to a 
king; 146 

The sway, revenue, execution of the rest. 
Beloved sons, beyours: which to confirm. 
This coronet part between you. £ Giving 
the crozon.~\ 

Kent: Royal Lear, 

Whom I have ever honour’d as my king, 
Loved as my father, as my master 
follow’d, 151 

As my great patron thought on in my 
prayers, — 

Lear: The bow is bent and drawn, 

, make from the shaft. 

Kent: Let it fall rather, though the 
fork invade 

The region of my heart: be Kent un- 
mannerly, 155 

When Lear is mad. What wilt thou do, 
old man? 

Think’st thou that duty shall have 
dread to speak. 

When power to flattery hows? To plain- 
ness honour’s bound, 

A When majesty falls to folly. Reserve 
thy state, 9 

And, in thy best consideration, check 
This hideous rashness: answer my life 
my judgement, 10 i6t 

8 Titles. 9 Keep your power. 10 “I will 
stake my life on my opinion” (Johnson). 


Thy youngest daughter does not love 
thee least; 

Nor are those empty-hearted whose 
low sounds 

Reverb no hollowness. 

Lear. Kent, on thy life, no more. 

Kent: My life I never held but as a 
pawn 165 

To wage against thine enemies; nor 
fear to lose it. 

Thy safety being the motive. 

Lear: Out of my sight! 

Kent: See better, Lear; and let me still 
remain 

The true blank 11 of thine eye. 

Lear: Now, by Apollo, — 

Kent: Now, by Apolio, king, 

Thou swear’st thy gods in vain. 

Lear: O, vassal! miscreant! 

[Laying his hand on his sword .] 

Cor'/t } ^ ear slr > forbear. 172 

Kent: Do; 

Kill thy physician, and thy fee bestow 
Upon thy foul disease. Revoke thy 
gift; 

Or, whilst I can vent clamour from my 
throat, 176 

I’ll tell thee thou dost evil. 

Lear: Hear me, recreant! 

On thine allegiance, hear me! 

Since thou hast sought to make us 
break our vows. 

Which we durst never yet, and .with 
strain’d pride 180 

To come betwixt our sentences and our 
power. 

Which nor our nature nor our place 
can bear, 

Our potency made good, take thy reward. 
Five days we do allot thee, for pro- 
vision 

To shield thee from diseases of the 
world; 185 

And on the sixth to turn thy hated back 
Upon our kingdom: if, on the tenth day 
following, 

Thy banish’d trunk be found in our 
dominions, 

u The white center of a target. 
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The moment is thy death. Away! by 
Jupiter, 

This shall not be revoked. 190 

Kent: Fare thee well, king: sith thus 
thou wilt appear, 

Freedom lives hence, and banishment 
is here. 

[ [To Cordelia .] The gods to their dear 
shelter take thee, maid, 

That justly think’st, and hast most 
rightly said! 19+ 

[To Regan and Goneril.j And your large 
speeches may your deeds approve. 
That good effects may spring from words 
of love. 

Thus Kent, O princes, bids you all adieu; 
He ’ll shape his old course in a country 
new. [F.vi/.J 

[. Flourish . Re-enter Gloucester , tcitk 
France , Burgundy , and Attendants ] 
Glou.: Here ’s France and Burgundy, 
my noble lord. 

Lear: My lord of Burgundy, 200 
We first address toward you, who with 
this king 

Hath rivall’d for our daughter: what, in 
the least. 

Will you require in present dower with 
her. 

Or cease your quest of love r 

Bur.: Most royal majesty, 

I crave no more than hath your high- 
ness offer’d, 205 

Nor will you tender less. 

Lear: Right noble Burgundy, 

When she was dear to us, we did hold 
her so; 

But now her price is faU’n. Sir, there 
she stands: 

If aught within that little seeming 
substance, 209 

Or all of it, with our displeasure pieced, 
And nothing more, may fitly like your 
grace, 

She ’s there and she is yours. 

Bur.: I know no answer. 

Lear: Will you, with those infirmities 
she owes, 12 

Unfriended, new-adopted to our hate, 


Dower’d with our curse, and stranger’d 
with our oath, 2IJ 

Take her, or leave her? 

Bur.: Pardon me, royal sir; 

Election makes not up 13 on such condi- 
tions. 

Lear: Then leave her, sir; for, by the 
power that made me, 

I tell you all her wealth. [To France .] 
For you, great king, 

I would not from your love make such 
a stray, 220 

To match you where I hate; therefore, 
beseech you 

To avert your liking a more worthier 
way 

Than on a wretch whom nature, is 
ashamed 

Almost to acknowledge hers. 

France: This is most strange, 

That she, who even but now was your 
best object, 22; 

The argument of your praise, balm of 
your age, 

The best, the dearest, should in this 
trice of time 

Commit a thing so monstrous, to dis- 
mantle 

So many folds of favour. Sure, her 
offence 

Must be of such unnatural degree, 230 
That monsters it, or your fore-vouch’d 
affection 

Fall’n into taint: 11 which to believe of 
her. 

Must be a faith that reason without 
miracle 

Should never plant in me. 

Cor.: I yet beseech your majesty, — 
If for I want that glib and oily art, 235 
To speak and purpose not, — since what 
I well intend, 

I ’ll do ’t before I speak, — that you 
make known 

It is no vicious blot, murder, or fout 
ness, 

No unchaste action, or dishonour’d step, 
That hath deprived me of your grace 
and favour; 24° 


13 Choice cannot be made. 14 Decay. 
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Jut even for want of that for which I 
am richer, 

k still-soliciting eye, and such a tongue 
That I am glad I have not, though not 
to have it 

Bath lost me in your liking. 

Lear: Better thou 

Hadst not been born than not to have 
pleased me better. 24s 

France: Is it but this, — a tardiness in 
nature 

Which often leaves the history unspoke 
That it intends to do? My lord of Bur- 
gundy, 

What say you to the lady? Love ’s not 
love 

When it is mingled with regards that 
stand 250 

Aloof from the entire point. Will you 
have her? 

She is herself a dowry. 

Bur.: Royal Lear, 

Give but that portion which yourself 
proposed, 

And here I take Cordelia by the hand. 
Duchess of Burgundy. 255 

Lear: Nothing; I have sworn; I am 
firm. 

Bur.: I am sorry, then, you have so 
lost a father 

That you must lose a husband. 

Cor.: Peace be with Burgundy! 

Since that respects of fortune are his 
i love, 

I shall not be his wife. 260 

France: Fairest Cordelia, that art 
most rich, being poor; 

Most choice, forsaken; and most loved, 
despised! 

Thee and thy virtues here I seize upon: 
Be it lawful I take up what’s cast 
away. 

Gods, gods! ’t is strange that from their 
cold’st neglect 265 

' J My love should kindle to inflamed re- 
spect. 

Thy dowerless daughter, king, thrown 
to my chance, 

Is queen of us, of ours, and our fair 
France: 

Not all the dukes of waterish Burgundy 


Can buy this unprized precious maid of 
me. 270 

Bid them farewell, Cordelia, though 
unkind: 

Thou losest here, a better where to find. 
Lear: Thou hast her, France: let her 
be thine; for we 

Have no such daughter, nor shall ever 
see 

That face of hers again. Therefore be 
gone 275 

Without our grace, our love, our beni- 
son. 

Come, noble Burgundy. 

C Flourish . Exeunt all but France, 
Goneril, Regan, and Cordelia .] 

France: Bid farewell to your sisters. 
Cor.: The jewels of our father, with 
wash’d eyes 

Cordelia leaves you: I know you what 
you are; 280 

And like a sister am most loath to call 
Your faults as they are named. Love 
well our father; 

To your professed bosoms I commit him: 
But yet, alas, stood I within his grace, 

I would prefer him to a better place. 

So, farewell to you both. 286 

Reg.: Prescribe not us our duty. 

Gon.: Let your study 

Be to content your lord, who hath re- 
ceived you 

At fortune’s alms. You have obedience 
scanted, 

And well are worth the want that you 
have wanted. 290 

Cor.: Time shall unfold what plighted 16 
cunning hides: 

Who cover faults, at last shame them 
derides. 

Well may you prosper! 

France: Come, my fair Cordelia. 

£ Exeunt France and Cordelia . ] 
Gon.: Sister, it is not little I have to 
say of what most nearly appertains to 
us both. I think our father will hence 
to-night. 297 

Reg. That ’s most certain, and with 
you; next month with us. 

’ 5 Folded, complicated." 
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Gon.: You see how full of changes his 
age is; the observation we have made of 
it hath not been little: he always loved 
our sister most; and with what poor 
judgement he hath now cast her off 
appears too grossly. 305 

Reg:: ’T is the infirmity of his age: 
yet he hath ever but slenderly known 
himselt. 

Gon.: The best and soundest of his 
time hath been but rash; then must we 
look to receive from his age, not alone 
the imperfections of Iong-engraffed 
condition, 16 but therewithal the unruly 
waywardness that infirm and choleric 
years bring with them. 313 

Reg.: Such unconstant starts are we 
like to have from him as this of Kent’s 
banishment. 

Gon.: There is further compliment of 
leave-taking between France and him. 
Pray you, let us sit together: if our father 
carry authority with such disposition 
as he bears, this last surrender of his will 
but offend 17 us. 324 

Reg.: We shall further think on ’t. 
Gon.: We must do something, and i’ 
the heat. [Exeunt.] 

Scene II — The Earl of Gloucester's 
castle 

[Enter Edmund , with a letter ] ] 

Edm. Thou, nature, art my goddess; 
to thy law 

My services are bound. Wherefore 
should I 

Stand in the plague of custom, 1 and 
permit 

The curiosity 3 of nations to deprive me, 
For that I am some twelve or fourteen 
moonshines 5 

Lag of a brother? Why bastard? 
wherefore base? 

When my dimensions are as well com- 
pact, 

My nnnd as generous, and my shape as 

true, 

18 Of long habit. 17 Hurt. 

1 Be injured by conventions. * Fastidious- 
ness. 


As honest madam’s issue? Why brand 
they us 

With base? with baseness? bastardy! 

base, base? K 

Who, in the lusty stealth of nature, take 
More composition and fierce quality 
Than doth, within a dull, stale, tired 
bed, 

Go to the creating a whole tribe of fops, 
Got ’tween asleep and wake? Well, then, 
Legitimate Edgar, I must have your 
land: 

Our father’s love is to the bastard 
Edmund 

As to the legitimate: fine word- 
legitimate! 

Well, my legitimate, if this letter speed 
And my invention thrive, Edmund th 
base 2, 

Shall to 3 the legitimate: I grow; 
prosper: 

Now, gods, stand up for bastards! 

[Enter Gloucester .] 

Glou .: Kent banish’d thus! and France 
in choler parted! t 

And the king gone to-night! prescribed ' 
his power! 

Confined to exhibition ! 5 All this done 
Upon the gad! 6 Edmund, how now! 
what news' 1 26 

Edm.: So please your lordship, none, j 
[Putting up the letter] j 
Glou.: Why so earnestly seek you to! 

put up that letter ? [ 

Edm.: I know no news, my lord. , 
Glou.: What paper were you reading?! 
Edm.: Nothing, my lord. 31 

Glou.: No? What needed, then, that 
terrible dispatch of it into your pocket? 
the quality of nothing hath not such 
need to hide itself. Let ’s see: come, if it . 
be nothing, I shall not need spectacles. 

Edm.: 1 beseech you, sir, pardon me: 
it is a letter from my brother, that I 
have not all o’er-read; and for so much' 
as I have perused, I find it not fit for 
your o’er-looking. 4 1 

Glou.: Give ine the letter, sir. 

3 Come up to, conquer. 4 Limited, re- 
stricted. 6 An allowance. “Quickly; on the 
spur of the moment. 



SHAKESPEARE, KING LEAR 


Edm.: I shall offend, either to detain 
ar give it. The contents, as in part I 
undeistand them, are to blame. 45 
Clou.: Let ’s see, let ’s see. 

Edm.: I hope, for my brother’s justi- 
fication, he wrote this but as an essay 
or taste of my virtue. 

Clou..: [_Reads.~\ “This policy and 
reverence of age makes the world 
bitter to the best of our times; 
keeps our fortunes from us till our 
oldness cannot relish them. I begin 
to find an idle and fond bondage in 
the oppression of aged tyranny; 
who sways, not as it hath power, 
but as it is suffered. Come to me, 
that of this I may speak more. If 
our father would sleep till I waked 
him, you should enjoy half his 
revenue for ever, and live the be- 
loved of your brother, Edgar.” 63 
Hum — conspiracy! — “Sleep till I waked 
him, — you should enjoy half his re- 
venue,” — My son Edgar! Had he a hand 
to write this? a heart and brain to breed 
it in?*— When came you to this? who 
brought it? 69 

Edm.: It was not brought me, my 
lord; there ’s the cunning of it: I found 
it thrown in at the casement of my 
closet. 

Clou.: You know the character to be 
your brother’s? 75 

Edvi.:\i the matter were good, my 
lord, I durst swear it were his; but, in 
respect of that, I would fain think it 
were not. 

Clou.: It is his. 80 

Edm.: It is his hand, my lord; but I 
hope his heart is not in the contents. 

Glou.: Has he never before sounded 
you in this business? 84 

Edm.: Never, my lord: but I have 
heard him oft maintain it to be fit, that, 
sons at perfect age, and fathers de- 
' dined, the father should be as ward to 
the son, and the son manage his revenue. 

Glou.: 0 villain, villain! His very 
opinion in the. letter! Abhorred villain! 
Unnatural, detested, brutish villain! 
worse than brutish! Go, sirrah, seek 


him; I’ll apprehend him: abominable 
villain! Where is he? 95 

Edm.: I do not well know, my lord. 
If it shall please you to suspend your 
indignation against my brother till you 
can derive from him better testimony 
of his intent, you shall run a certain 
course; where, if you violently proceed 
against him, mistaking his purpose, it 
would make a / great gap in your own 
honour, and shake in pieces the heart of 
his obedience. I dare pawn down my 
life for him, that he hath wrote this to 
feel my affection to your honour, and 
to no other pretence of danger. 7 108 
Glou.: Think you so? 

Edm.: If your honour judge it meet, 
I will place you where you shall hear us 
confer of this, and by an auricular as- 
surance have your satisfaction; and 
that without any further delay than this 
very evening. ‘ 115 

Glou.: He cannot be such a monster — 
Edm.: Nor is not, sure. 

Clou.: To his father, that so tenderly 
and entirely loves him. Heaven and 
earth! Edmund, seek him out; wind me 
into him, I pray you: frame the business 
after your own wisdom. I would unstate 
myself, to be in a due resolution. 8 123 
Edm.: I will seek him, sir, presently; 
convey the business as I shall find 
means, and acquaint you withal. 

Glou.: These late eclipses in the sun 
and moon portend no good to us: 
though the wisdom of nature can reason 
it thus and thus, yet nature finds itself 
scourged by the sequent effects: love 
cools, friendship falls olf, brothers 
divide: in cities, mutinies; in countries, 
discord; in palaces, treason; and the 
bond cracked ’twixt son and father. 
This villain of mine comes under the 
prediction; there ’s son against father: 
the king falls from bias 9 of nature; 
there ’s father against child. We have 
seen the best of our time: machinations, 
hollowness, treachery, and all ruinous 

7 With no other dangerous intention. 
8 Give up my position to be certain. 9 Tend- 
ency; i.e., acts unnaturally. 
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disorders, follow us disquietly to our 
graves. Find out this villain, Edmund; 
it shall lose thee nothing; do it carefully. 
And the noble and true-hearted Kent 
banished! his offence, honesty! ’T is 
strange. [jli.vr/.] 

Edm.: This is the excellent foppery 
of the world, that, when we are sick in 
fortune, — often the surfeit of our own 
behaviour, — we make guilty of our 
disasters the sun, the moon, and the 
stars: as if we were villains by necessity; 
fools by heavenly compulsion; knaves, 
thieves, and treachers, 10 by spherical 
predominance; drunkards, liars, and 
adulterers, by an enforced obedience of 
planetary' influence; and all that we are 
evil in, by a divine thrusting on: an 
admirable evasion of whore-master man, 
to lay his goatish disposition to the 
charge of a star! My father compounded 
with my mother under the dragon’s tail; 
and my nativity was under Ursa major; 
so that it follows, I am rough and lecher- 
ous. Fut, I should have been that I am, 
had the maidenliest star in the firma- 
ment twinkled on my bastardizing. 
Edgar — [Enter Edgar] and pat he 
comes like the catastrophe of the old 
comedy: my cue is villainous melan- 
choly, with a sigh like Tom o’ Bedlam. 11 
O, these eclipses do portend these 
divisions! fa, sol, la, mi. 174 

Edg.: How now, brother Edmund 1 
what serious contemplation are you in? 

Edm.: I am thinking, brother, of a 
prediction I read this other day, what 
should follow these eclipses. 

Edg.: Do you busy yourself about 
that? 181 

Edm.: I promise you, the effects he 
writes of succeed unhappily; as of un- 
naturalness between the child and the 
parent; death, dearth, dissolutions of 
ancient amities; divisions in state, men- 
aces and maledictions against king and 
nobles; needless diffidences, banishment 
of friends, dissipation of cohorts, nuptial 
breaches, and I know not what. 190 
10 Traitors. U A beggar pretending mad- 
ness. 


Edg.: Flow long have you been 
sectary astronomical ? 12 

Edm.: Come, come; when saw you my 
father last? 

Edg.: Why, the night gone by. 155 
Edm.: Spake you with him? 

Edg.: Ay, two hours together. 

Edm.: Parted you in good terms! 
Found you no displeasure in him b; 
word or countenance? 20c 

Edg.: None at all. I 

Edm.: Bethink yourself wherein you 
may have offended him: and at my en- 
treaty forbear his presence till some little 1 
time hath qualified the heat of his dis-/ 
pleasure; which at this instant so ragetb 
in him, that with the mischief of your| 
person it would scarcely allay. 13 

•Edg.: Some villain hath done me 
wrong. 21c 

Edm.: That \s my fear. I pray you, 
have a continent forbearance till the 
speed of his rage goes slower; and, as I 
say, retire with me to my lodging, from 
whence I will fitly bring you to hear my 
lord speak: pray ye, go; there ’s myi 
key: if you do stir abroad, go armed. 
Edg.: Armed, brother! 218 

Edm.: Brother, I advise you to the 
best; go armed: I am no honest man il 
there be any good meaning towards 
you: I have told you what I have seen 
and heard; but faintly, nothing like 
the image and horror of it: pray you, 
away. " 225 

Edg.: Shall I hear from you anon? 
Edm.: I do serve you in this business. 

[Exit Edgar!] 

A credulous father! and a brother noble, 
Whose nature is so far from doing 
harms. 

That he suspects none; on whose foolish 
honesty . ' 1 ' c 2 3° 

My practices ride easy! I see the busi- 
ness. 

Let me, if not by birth, have lands by 
wit : 

All with me ’s meet that I can fashion 
fit. [£*»'■] 

12 Student of astrology. u Even injury to 
you would not make it subside. 
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Scene III — The Duke of Albany's 
palace 

\_Enter Goneril , and Oswald, her 
steward.’] 

Gonf: Did my father strike my 
gentleman for chiding of his fool? 
Osw.: Yes, madam. 

Gon.: By day and night he vrrongs me; 
every hour 

He flashes into one gross crime or other. 
That sets us all at odds: I ’ll not endure 
it: 5 

, His knights grow riotous, and himself 
upbraids us 

On every trifle. When he returns from 
hunting, 

I will not speak with him; say I am sick: 
If you come slack of former services, 
You shall do well; the fault of it I 'II 
answer. io 

Osw.: He ’s coming, madam; I hear 
him. [ Horns within.] 

Gon.: Put on what weary negligence 
you please. 

You and your fellows; I 'Id have it come 
to question: 

If he distaste it, let him to our sister. 
Whose mind and mine, I know, in that 

are one, ij 

Not to be over-ruled. Idle old man, 
That still would manage those authori- 
ties 

That he hath given away! Now, by my 
life, 

Old fools are babes again; and must be 
used 

With checks as flatteries, — when they 

are seen abused. 20 

Remember what I have said. 

Osw.: Very well, madam. 

Gon.: And let his knights have colder 
looks among you; 

What grows of it, no matter; advise 
your fellows so: 

I would breed from hence occasions, and 
I shall, 

That I may speak: I ’ll write straight to 
my sister, 25 

To hold my very course. Prepare for 
dinner. [ Exeunt . 3 


Scene ‘IV — A hall in the same 

[ Enter Kent, disguised.] 

Kent: If but as well I other accents 
borrow, 

That can my speech defuse, 1 my good 
intent 

May carry through itself to that full 
issue 

For which I razed my likeness. 2 Now, 
banish’d Kent, 

If thou canst serve where thou dost 
stand condemn’d, 5 

So may it come, thy master, whom thou 
lovest, 

Shall find thee full of labours. 

[ Ilorns within. Enter Lear, Knights, 
and Attendants.] 

Lear: Let me not stay a jot for dinner; 
go get it ready. [Exit an Attendant.] 
How now! what art thou? 10 

Kent: A man, sir. 

Lear: What dost thou profess? what 
wouldst thou with us? 

Kent: I do profess to be no less than I 
seem; to serve him truly that will put 
me in trust: to love him that is honest; 
to converse with him that is wise, and 
says little; to fear judgement; to fight 
when I cannot choose; and to eat no 
fish. 20 

Lear: What art thou? 

Kent: A very honest-hearted fellow, 
and as poor as the king. 

Lear: if thou be as poor for a sub- 
ject as he is for a king, thou art poor 
enough. What wouldst thou? 26 

Kent: Service. 

Lear: Who wouldst thou serve? 

Kent: You. 

Lear: Dost thou know me, fellow? 30 
Kent: No, sir; but you have that in 
your countenance ■which I would fain 
call master. 

Lear: What ’s that? 

Kent: Authority. 35 

Lear: What services canst thou do? 
Kent: I can keep honest counsel, ride, 
run, mar a curious tale in telling it, and 

1 Disguise. 2 Destroyed my identity. 
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deliver a plain message bluntly: that 
which ordinary men are fit for, I am 
qualified in; and the best of me is dili- 
gence. 42 

Lear: How old art thou ? 

Kent: Not so young, sir, to love a 
woman for singing, nor so old to dote 
on her for anything: I have years on my 
back forty-eight. 47 

Lear: Follow me; thou shalt serve me: 
if I like thee no worse after dinner, I will 
not part from thee yet. Dinner, ho, 
dinner! Where ’s my knave? my fool? 
Go you, and call my fool hither. 52 
[Exit an Attendant -3 
[Enter Oswald .] 

You, you, sirrah, where ’s my daughter? 
Osw.: So please you, — 

Lear: What says the fellow there? 
Call the clotpoll back. [Exit a Knight . ] 
Where ’s my fool, ho? I think the 
world ’s asleep. [Re-enter Knight. 2 How 
now! where ’s that mongrel? 

Knight: He says, my lord, your daugh- 
ter is not well. 61 

Lear: Why came not the slave back 
to me when I called him ? 

Knight: Sir, he answered me in the 
roundest manner, he would not. 65 

Lear: He would not! 

Knight: My lord, I know not what the 
matter is; but, to my judgement, your 
highness is not entertained with that 
ceremonious affection as you were wont; 
there 's a great abatement of kindness 
appears as well in the general depend- 
ants as in the duke himself also and your 
daughter. 

Lear: Ha! sayest thou so? 75 

Knight: I beseech you, pardon me, my 
lord, if I be mistaken; for my duty can- 
not be silent when I think your highness 
wronged. 

Lear: Thou but rememberest me of 
mine own conception: I have perceived 
a most faint neglect of late; which I 
have rather blamed as mine own jealous 
curiosity than as a very pretence and 
purpose of unkindness: I will look fur- 
ther into ’t. But where ’s my fool? I 
have net seen him this two days. 


Knight: Since my young lady’s going 
into France, sir, the fool hath much 
pined away. 

Lear: No more of that; I have noted 
it well. Go you, and tell my daughter 1 
would speak with her. [Exit an At- 
tendant.] Go you, call hither my fool 
[Exit an Attendant. Re-enter Oswald] 
O, you sir, you sir, come you hither, 
sir: who am I, sir? y 

Osw.: My lady’s father. 

Lear: “My lady’s father"! my lord’s 
knave: you whoreson dog! you slave! 
you cur! , 01 

Osw. I am none of these, my lord; I i 
beseech your pardon. 

Lear: Do you bandy looks with me, 
you rascal? [Striking him ] 

Osw. I ’ll not be struck, my lord. 106 
Kent: Nor tripped neither, you base 
foot-ball player. [Tripping up his heels.] 
Lear: I thank thee, fellow; thou 
servest me, and I ’ll love thee. nc 
Kent: Come, sir, arise, away! I ’ll 
teach you differences: away, away! 11 , 
you will measure your lubber’s length' 
again, tarry: but away! go to; have you 
wisdom? so. [Pushes Oswald out.] 

Lear: Now', my friendly knave, I 
thank thee: there ’s earnest of thy 
service. [Giving Kent money] 

[Enter Fool.] 

Fool: Let me hire him too: here’s my 
coxcomb. [Offering Kent his cap] 

Lear: How now, my pretty knave’' 
how dost thou? 122 

Foul: Sirrah, you w T ere best take my 
coxcomD. 

Lear: Why, my boy? 

Fool: Why, for taking one’s part 
that ’s out of favour: nay, an thou canst 
not smile as the wind sits, thou ’It catch 
cold shortly: there, take my coxcomb: 
why, this fellow has banished two on s ( 
daughters, and did the third a blessing 
against his will: if thou follow him, thou 
must needs wear my coxcomb. How 
now, nuncle! Would I had two cox- 
combs and two daughters! *35 

Lear: Why, my boy ? 

Fool: If I gave them all my living, I ’Id 

r 
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keen my coxcombs myself 1 here ’s 
mine, beg another of thy daughters 
Lear Take heed, sirrah, the whip 
Too I 1 ruth ’s a dog must to kennel, 
he must be whipped out, when Lady 
the brach 3 may stand by the fire and 
atink 144 

Lear A pestilent gall to me 1 
Fool Sirrah, I ’ll teach thee a speech 
Lear Do 

Fool Mark it, n uncle 
Have more than thou showest, 
Speak less than thou knowest, 150 
Lend less than thou owest, 4 
Ride more than thou gocsty 
Learn more than thou trowest, 

Set less th m thou throw est, 7 
Lea\ e thy drink and thy whore, 
And keep m-a-door, 156 

And thou shalt have more 
Than two tens to a score 
Kent This is nothing, fool 
Fool 1 hen ’t is like the breath of an 
unfee’d lawyer, you gave me nothing 
for ’t Can you make no use of nothing 
nuncle? 163 

Lear \\ hy, no, boy, nothing can be 
made out of nothing 

lool [To Kent 3 Prithee, tell him, so 
mueh the rent of his land comes to 
he will not behev e a fool 108 

Lear A bitter 100P 
Fool Dost thoi know the difference, 
my bov, between a bitter fool and a 
sweet fool ? 

Lear No, lad, teach me 173 

Tool That loid that counsell’d thee 
To give iway thy land, 

Come pi ice him here by me, 

Do thou for him stand 
The sweet and bitter fool 
Will presently appear, 

The one m motley here, 180 
The other found out there 
Lear Dost thou call me fool, boy? 
Fool All thy other titles thou hast 
given away, that thou vvast born 
with 185 

’A hound bitch 4 Ownest 5 Walkest 
0 Hclicvcst, knowest 7 Bet less than you 
w 111 in a throw 
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Kent This is not altogether fool, my 
lord 

Fool No, faith, lords and great men 
will not let me, if I had a monopoly out, 
they would have part on ’t and ladies 
too, they will not let me have all fool 
to myself, they ’ll be sn itching Nuncle, 
give me an egg, and I ’ll give thee two 
crowns 194 

Lear What two crowns shall they be s 
1 ool Why, after I have cut the egg 1’ 
the middle, and eat up the meat, the 
two crowns of the egg When thou 
clovest thy crown 1’ the middle, and 
gavest aw ay both parts, thou bori st thy 
ass on thy back o’er the dirt thou hadst 
little wit m thy bald crown, w hen thou 
g ivest thy golden one aw ly If I speak 
like myself in this, let him be i.biDped 
that first finds it so 205 

[Siagng] 

Tools had ne'er less giace in a year, 
Tor wise men are grown foppish, 

And know not how their wits to wear. 
Their manners are so apish 
Lear V hen were you wont to be so 
full of songs, sirrah? 211 

Too/ I hav e used it, nuncle, ev er since 
thou madest thy daughters thy mothers 
for when thou gavest them the rod, ind 
put’st dovv n thme ow n breeches, 

[>* 

Then they for sudden joy Uiu w eep 
And I for sorrow sung 21; 

That such a king should pi ly bo-peep, 
<\nd go the fools among 
Prithee, nuncle, keep a schoolmaster 
that can teach thy fool to he I would 
fain learn to lie 222 

Lea) An 8 you lie, siriah, we ’ll have 
you whipped 

Fool I marvel what kin thou and thy 
daughters are they ’ll hav e me whipped 
for speaking true, thou ’It have me 
whipped for lying, and sometimes I am 
whipped for holding my peace I had 
rather be any kind o’ thing than a fool 
and yet I would not be thee, nuncle, 
thou hast pared thy wit o’ both sides, 

“If. 
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and left nothing i’ the middle: here 
comes one o’ the parings. 234 

Enter Goneril .J 

Lear: How now, daughter! what 
makes that frontlet 9 on? Methinks you 
are too much of late i’ the frown. 

Fool: Thou wast a pretty fellow when 
thou hadst no need to care for her frown- 
ing; now thou art an O without a figure: 
I am better than thou art now; I am a 
fool, thou art nothing. [To Goneril F\ 
Yes, forsooth, I will hold my tongue; 
so your face bids me, though you say 
nothing. Mum, mum, 245 

He that keeps nor crust nor crum, 

Weary of all, shall want some. 
[Pointing to Learl ] That ’s a shealed 
peascod. 10 

Gon.: Not only, sir, this your all- 
licensed fool, 250 

But other of your insolent retinue 
Do hourly carp and quarrel; breaking 
forth 

In rank and not-to-be-endured riots. 
Sir, 

I had thought, by making this well 
known unto you, 

To have round a safe redress; but now 
grow fearful, 235 

By what yourself too late have spoke 
and don... 

That you protect this course, and put it 
on 

By your allowance; which if you should, 
the fault 

Would not 'scape censure, nor the re- 
dresses sleep, 

Which, in the tender of a wholesome 
weal, 260 

Might in their working do you that 
offence, 

Which else were shame, that then neces- 
sity 

Will call discreet proceeding. 11 

Fool: For, you know, nuncle, 

9 Headband; i.e., frown. 10 A pod with the 
peas taken out. 11 (Li. 259-63) . . . nor the 
punishment fail, which, to preserve the public 
welfare, would necessarily seem justified, 
though otherwise it would appear a shame- 
ful injury to you. 


The hedge-sparrow fed the cuckoo f 
long, — 26- 

That it had it head bit off by it young 
So, out went the candle, and we were 
left darkling. 

Lear: Are you our daughter? 

Gon.: I would you would make use of ^ 
your good wisdom, | 

Whereof I know you are fraught; and ' 
put away 270 

These dispositions, which of late trans- 
port you 

From what you rightly are. 

Fool: May not an ass know when the ' 
cart draws the horse? Whoop, Jug! 1 1 
love thee. 275 

Lear: Doth any here know me? This 
is not Lear: 

Does Lear walk thus? speak thus? 

Where are his eves? 

Either his notion 12 weakens, his dis- 
cernings 

Are lethargied — Ha! waking? ’Tis not 
so? 

Who is it that can tell me who I am? 
Fool: Lear’s shadow. 281 1 

Lear: I would learn that; for, by the 
marks of sovereignty, knowledge, and 
reason, I should be false persuaded I had 
daughters. 285 

Fool: Which they will make an 
obedient father. 

Lear: \ our name, fair gentlewoman? 1 
Gon.: This admiration, sir, is much o’ 
the savour 

Of other your new pranks. I do beseech 
you 

To understand my purposes aright: 290 
As you are old and reverend, you should 
be wise. 

Here do you keep a hundred knights 
and squires; 

Men so disorder’d, so debosh’d u and 
bold, 

That this our court, infected with their 
manners, 

Shows like a riotous inn: epicurism 1 * 
and lust 2 9S 

Make it more like a tavern or a brothel 
12 Mental power. 13 Debauched. 14 Sensu - 
ality; gluttony. 
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Than a graced palace. The shame itself 
doth speak 

'For instant remedy: be then desired 
By her, that else will take the thing she 
begs, 

A little to disquantity your train; 300 
And the remainder that shall still de- 
pend, 

To be such men as may besort your age, 
And know themselves and you. 

Lear: Darkness and devils! 

Saddle my horses; call my train to- 
gether. 

Degenerate bastard! I ’ 1 ! not trouble 
thee: 305 

Yet have I left a daughter. 

Con.: You strike my people, and your 
disorder’d rabble 
Make servants of their betters. 

[Enter Albany.] 

Lear: Woe, that too late repents, — 
[To Alb.] Is it your will? Speak, sir. 
Prepare my horses. 310 

Ingratitude, thou marble-hearted fiend, 
More hideous when thou show’st thee 
in a child 

Than the sea-monster! 

Alb.: Pray, sir, be patient. 

Lear: [To Ganeril.] Detested kite! 
thou Iiest: 

My train are men of choice and rarest 
parts, 315 

That all particulars of duty know, 

And in the most exact regard support 
The worships of their name. O most 
small fault. 

How ugly didst thou in Cordelia show! 
That, like an engine, wrench’d my frame 
of nature 320 

From the fix’d place; drew from my 
heart all love. 

And added to the gall. O Lear, Lear, 
Lear! 

Beat at this gate, that let thy folly in, 
[Striking his head.] 
And thy dear judgement out! Go, go, 
my people. 

Alb.: My lord, I am guiltless, as I am 
ignorant 325 

■ Of what hath moved you. 

Lear: It may be so, my lord. 
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Hear, nature, hear; dear goddess, hear! 
Suspend thy purpose, if thou didst in- 
tend 

To make this creature fruitful! 

Into her womb convey sterility! 330 

Dry up in her the organs of increase; 
And from her derogate u bod}' never 
spring 

A babe to honour her! If she must 
teem. 

Create her child of spleen; that it may 
live 

And be a thwart 16 disnatured torment 
to her! 333 

Let it stamp wrinkles in her brow of 
youth; 

With cadent tears fret channels in her 
cheeks; 

Turn all her mother’s pains and benefits 
To laughter and contempt; that she 
may feel 

How sharper than a serpent’s tooth it is 
To have a thankless child! Away, aw ay! 
[Exit.] 341 

Alb.: Now, gods that we adore, 
whereof comes this? 

Con.: Never afflict yourself to know 
more of it: 

But let his disposition have that scope 
That dotage gives it. 345 

[Re-enter Lear.] 

Lear: What, fifty of my followers at 
a clap! 

Within a fortnight! 

Alb. What ’s the matter, sir? 

Lear: I ’ll tell thee: [To Coneril.] 
Life and death! I am ashamed 
That thou hast power to shake my man- 
hood thus; 350 

That these hot tears, which break from 
me perforce, 

Should make thee worth them. Blasts 
and fogs upon thee! 

The untented 17 woundings of a father’s 
curse 

Pierce every sense about thee! Old fond 
eyes, 

Beweep this cause again, I ’ll pluck ye 
out, 355 

“Denatured; degraded. 15 Cross-grained; 
trouble-making. 17 Incurable. 
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And cast you. with the waters that you 
loose, 

To temper clay. Ha? Let it be so. 

I have another daughter, 

Who, I am sure, is kind and comfortable: 
When she shall hear this of thee, with 
her nails 360 

She ’ll flay thy wolvish visage. Thou 
shalt And 

That I ’ll resume the shape which thou 
dost think 

I have cast off for ever. 

[Exeunt Lear, Kent, and Attendants .1 
Gon.: Do you mark that? 

Alb.: I cannot be so partial, Goneril, 
To the great love I bear you, — 366 

Gon.: Pray you, content. What, 
Oswald, ho! 

[To the Too/.] You sir. more knave than 
fool, after your master. 

Fool: Nuncle Lear, nuncle Lear, tarry 
and take the fool with thee. 370 

A fox, when one has caught her. 
And such a daughter, 

Should sure to the slaughter. 

If my cap would buy a halter: 

So the fool follows after. [Exitff 
Gon'.: This man hath had good 
counsel. — a hundred knights! 376 
’T is politic and safe to let him keep 
At point a hundred knights: yes, that on 
every dream, 

Each buzz, each fancy, each complaint, 
dislike, 

He may enguard his dotage with their 
powers, 380 

And hold our lives in mercy. Oswald, I 
say! 

Alb.: Well, you may fear too far. 

Gon. Safer than trust too far: 

Let me still take away the harms I 
fear, 

Not fear still to be taken: I know his 
heart. 

What he hath utter’d I have writ my 
sister: 383 

If she sustain him and his hundred 
knights, 

When I have show’d the unfitness, — 
[Re-enter Oswald. ] How now, Os- 
wald ! 1 


What, have you writ that letter to my 
sister? 

Osw.: Aye, madam. 

Gon.: Take you some company, and 
away to horse: ^90 

Inform her full of my particular fear; 
And thereto add such reasons of your 
own 

As may compact it more. Get you gone; 
And hasten your return. [Exit Oswald .] 
No, no, my lord, 

This milky gentleness and course of 
yours 395 

Though I condemn not, yet, under 
pardon, 

You are much more at task for want of 
wisdom 

Than praised for harmful mildness. 
Alb.: How far your eyes may pierce I 
cannot tell: 

Striving to better, oft we mar what ’s 
well. 400 

Gon.: Nay, then — 

Alb.: Well, well; the event. 18 

[Exeunt. 2 

Scene V — Court before the same 

[Enter Lear, Kent, and Fool. 2 

Lear: Go you before to Gloucester 
with these letters. Acquaint my daugh- 
ter no further with any thing you 
know than comes from her demand out 
of the letter. If your diligence be not 
speedy, I shall be there afore you. 6 
Kent: I will not sleep, my lord, till I 
have delivered your letter. [Exitf] 

Fool: If a man’s brains were in ’s 
heels, were 't not in danger of kibes? 1 
Lear: Ay, boy. 11 

Fool: Then, I prithee, be merry; thy 
wit shall ne’er go slip-shod. 

Lear: Ha, ha, ha! 

Fool: Shalt see thy other daughter 
will use thee kindly; for though shes 
as like this as a crab’s 2 like an apple, 
yet I can tell what I can tell. 1° 

Lear: What canst thou tell, boy? 

18 Time will tell. 

1 Sores. 2 Crab apple. 
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Fool: She will taste as like this as a 
'■rab does to a crab. Thou canst tell why 
one’s nose stands i’ the middle on ’s face? 
Lear: No. 23 

Fool: Why, to keep one’s eyes of 
either side ’s nose; that what a man 
cannot smell out, he may spy into. 
Lear: I did her wrong — 

Fool: Canst tell how an oyster makes 
his shell? 

Lear: No. 30 

Fool: Nor I neither; but I can tell 
why p snail has a house. 

Lear : Why? 

Fool: Why, to put his head in; not 
to give it away to his daughters, and 
leave his horns without a case. 36 
Lear: I will forget my nature. So kind 
a father! Be my horses ready? 

Fool: Thy asses are gone about ’em. 
The reason why the seven stars are no 
more than seven is a pretty reason. 


Lear: Because they are not eight? 42 
Fool: Yes, indeed: thou wouldst make 
a good fool. 

Lear: lo tak ’t again perforce! 
Monster ingratitude! 46 

Fool: If thou wert my fool, nuncle, 
I 'Id have thee beaten for being old 
before thy time. 

Lear: How ’s that? 50 

Fool: Thou shouldst not have been 
old till thou hadst been wise. 

Lear: 0 , let me not !,« mad, not mad, 
sweet heaven! 

Keep me in temper: I would not be 
mad! [Enter Gentleman .] How 
now! are the horses ready? 

Gent.: Ready, my lord. 55 

Lear: Come, boy. [Exeunt.] 

Fool: She that ’s a maid now, and 
laughs at my departure. 

Shall not be a maid long, unless things 
be cut shorter. 


QUESTIONS ON ACT I 

x. Act I is one of the most compact opening acts that we have dealt 
with; we may almost say that it has to be compact if Shakespeare is to get 
off to a good start on one of his most complex plots. Note how Shakespeare 
plunges immediately into the exposition of the complex situation with 
which he intends to deal. In the few lines before Lear’s entry in Scene i, 
what do we learn about the situation at court? Of the character of Glouces- 
ter? Do the characters who speak first seem to have been put here merely as 
' mouthpieces for the exposition, or do they become vitally concerned in the 
matters about which they speak? 

2. Does the language of the three daughters suggest their characters to 
us even before we have really seen them in action? Note that GoneriPs 
speech on her love for her father is full of abstractions. What sort of effect 
do they have upon the careful reader? How does Cordelia’s “according to 
my bond” contrast with this? Do the two speeches shed some light upon 
the relative effectiveness of hyperbole and of understatement? 

3. What do we learn about Lear in Scene i? What does the dramatic 
evidence here tell us about his tragic flaw? 

4. What immediate dramatic value is secured by Shakespeare’s use of 
such a character as Kent? 

5. What is gained, if anything, by the contrast of France and Burgundy? 

Does it carry on a contrast in values which has already been introduced? 
Does Lear’s attitude toward France and Burgundy shed further light on 
Lear himself? ’ 



602 SPECIAL STUDIES IN THE TRAGIC MODE 

■ 6. Notice the puns in France’s speech beginning “Fairest Cordelia, thou 
art, etc.” Do they merely show cleverness on France’s part, or do they give 
greater fullness to his meaning? 

t 7. How are we prepared for what Goneril and Regan say in their private 
talk at the end of Scene i? Do we now receive any further clues to their 
essential nature? 

S. To what extent does the brief dialogue at the very beginning of 
Scene i prepare us for Edmund’s soliloquy at the beginning of Scene ii? 

9. In Scene ii we shift to a plot apparently quite distinct from the first: 
it is here that the complexity of the play first begins to become evident. 
But can the reader already sense some connectives in terms of theme? Is 
the Gloucester-Edmund-Edgar relationship in any way suggestive of Lear’s 
relationship with his various daughters? 

10. Gloucester’s speech beginning “these late eclipses” and the following 
soliloquy by Edmund are undoubtedly meant to be taken together. Which 
of the two speeches is intellectually sounder, more rational? In general, 
of course, we are inclined to be sympathetic with the rational as against the 
superstitious. Yet with which of the two characters are we more sympa- 
thetic? Why? Do these facts suggest that Shakespeare may be making a 
.not wholly favorable analysis of the rational man, or, in more general 
terms, of the values of rationalism? The student should keep this pos- 
sibility in mind as he reads the rest of the play. Do the actions and state- 
ments of Goneril and Regan suggest they too may come under this analysis? 

11. Scene iii is very compact. What clue does it give to future action? 
Are we surprised by what Goneril says, or does it seem plausible in her? 
Why? Oswald says almost nothing; yet do we get a clear picture of his 
relationship to Goneril? 

12. Why is the relationship between Lear and his daughters developed 
so rapidly in Scenes iv and v? What does this show us about Goneril? About 

fthe center of Shakespeare’s interest? Is he primarily interested in the 

■ political problem in Lear’s kingdom? 

13. The Fool does not play any direct part in the major actions. Is he 
therefore nonessential? Is he merely for “comic relief”? (See, in this con- 
nection, Question 1 on Dr. Faiistus.) Does he really give Lear, or the reader, 
relief? What seems to be his relationship to Lear in Scene iv? How are we 
to understand the sharpness of his tone in speaking to Lear? Is his mind as 
keen as Lear’s? As keen as those of Goneril and Regan? If, like them, he 
manifests an acute intelligence, what is the difference between the way he 
uses his and the way they use theirs? How, in other words, may he be con- 
trasted at this point with both Lear and Lear’s daughters? With Oswald? 
With Kent? 

« 14. What is ironic about Lear’s experience with his daughters? Is it 
intended that the reader sympathize with him by the end of Act I? Why is 
this true? With regard to his followers, it has been said by a critic that Lear 
does not really need one hundred men, and that what Goneril says in this 
connection is true enough. But do we agree with Goneril? Why? If the 
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retainers are not strictly necessary, what value do they have? Would the 
play be more or less effective if the retainers were necessary? 

15. Why is Lear made to pray that he may not go mad? 


ACT II 

Scene I — The Earl of Gloucester’s 
castle 

[Enter Edmund, and Curan meets him."] 

Edm.: Save thee, Curan. 

Cur.: And you, sir. I have been with 
your father, and given him notice that 
the Duke of Cornwall and Regan his 
duchess will be here with him this night. 
Edm.: How comes that? 6 

Cur.: Nay, I know not. You have 
heard of the news abroad; I mean the 
whispered ones, for they are yet but 
ear-kissing arguments? 10 

Edm.: Not I: pray you, what are 
they? 

Cur.: Have you heard of no likely 
wars toward, ’twist the Dukes of Corn- 
wall and Albany? IS 

Edm.: Not a word. 

Cur.: You may do, then, in time. Fare 
you well, sir. QIT.vtY] 

Edm.: The duke be here to-night? 
The better! best! 

This weaves itself perforce into my 
business. 20 

My father hath set guard to take my 

brother; 

And I have one thing, of a queasy ques- 
tion, 1 

Which I must act: briefness 2 and for- 
tune, work! 

Brother, a word; descend: brother, I 
say! C Enter EdgarTf 

My father watches: O sir, fly this place; 
Intelligence is given where you are hid; 
You have now the good advantage of the 
night. 27 

Have you not spoken ’gainst the Duke 
of Cornwall ? 

He ’s coming hither; now, i’ the night, 
i’ the haste, 

1 Of a delicate nature. 2 Promptness. 


And Regan with him: have you nothing 
said 

Upon his party ’gainst the Duke of 
Albany? 31 

Advise yourself. 

Edg.: I am sure on ’t, not a word. 

Edm.: I hear my father coming: 
pardon me; 

In cunning I must draw my sword upon 
you: 

Draw; seem to defend yourself; now 
quit you well. 35 

Yield : come before my father. Light, ho, 
here! 

Fly, brother. Torches, torches! So, fare- 
well. [jEaiI Ed gar. ^ 

Some blood drawm on me would beget 
opinion [ Wounds his arm.J 

Of my more fierce endeavour: I have 
seen drunkards 

Do more than this in sport. Father, 
father! 40 

Stop, stop! No help? 

[Enter Gloucester, and Servants with 
torches?! 

Glou.: Now, Edmund, where ’s the 
villain? 

Edm.: Here stood he in the dark, his 
sharp sword out, 

Mumbling of wicked charms, conjuring 
the moon 44 

To stand auspicious mistress, — 

Glou.: But where is he? 

Edm.: Look, sir, I bleed. 

Glou.: Where is the villain, Edmund? 

Edm.: Fled this way, sir. When by no 
means he could — 

Glou.: Pursue him, ho! Go after. 
[Exeunt some servants .] By no 
means what? 

Edm.: Persuade me to the murder of 
your lordship; 

But that I told him, the revenging 
gods 50 

’Gainst parricides did all their thunders 
bend; 
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Spoke, with how manifold and strong a 
bond 

The child was bound to the father; sir, in 
fine. 

Seeing how loathly opposite 3 1 stood 
To his unnatural purpose, in fell mo- 
tion, 55 

With his prepared sword, he charges 
home 

My unprovided body, lanced mine arm: 
But when he saw my best alarum’d 
spirits, 

Bold in the quarrel’s right, roused to 
the encounter, 59 

Or whether gasted 4 by the noise I made, 
Full suddenly he fled. 

Glou.: Let him fly far: 

Not in this land shall he remain un- 
caught; 

And found — dispatch. The noble duke 
my master. 

My worthy arch and patron, comes to- 
night: 

By his authority I will proclaim it, 65 
That he which finds him shall deserve 
our thanks. 

Bringing the murderous coward to the 
stake; 

He that conceals him, death. 

Edm.: When I dissuaded him from his 
intent. 

And found him pight 5 to do it, with 
curst 6 speech 70 

I threaten’d to discover him: he replied, 
“Thou unpossessing bastard! dost thou 
think, 

If I would stand against thee, would the 
reposal 

Of any trust, virtue, or worth in thee 
Make thy words faith’d? No: what I 
should deny, — 75 

As this I would; ay, though thou didst 
produce 

My very character, — I ’Id turn it all 
To thy suggestion, 7 plot, and damn’d 
practice: 

And thou must make a dullard of the 
world, 

3 Loathingly opposed. 4 Frightened. 6 De- 
termined. * Sharp. 7 Attribute it all to thy 
instigation. 


If they not thought the profits of my 
death 8o 

Were very pregnant and potential 
spirits 

To make thee seek it.” 

Glou.: O strong and fasten’d villain! 

Would he deny his letter? I never got* 
him. £ T ticket within.] 

Hark, the duke’s trumpets! I know not 
where he comes. 

All ports I ’ll bar; the villain shall not 
’scape; 85 

The duke must grant me that: besides, 
his picture 

I will send far and near, that all the 
kingdom 

May have due note of him; and of my 
land. 

Loyal and natural boy, I ’ll work the 
means 

To make thee capable. 9 90 

£ Enter Cornwall, Regan, and Attendants.'] 

Corn.: How now, my noble friend! 
Since I came hither, 

Which I can call but now, I have heard 
strange news. 

Reg.: If it be true, all vengeance 
comes too short 

Which can pursue the offender. How 
dost, my lord ? 

Glou.: O! madam, my old heart is 
crack’d, is crack’d! 95 

Reg.: What, did my father’s godson 
seek your life ? 

He whom my friend named? your 
Edgar? 

Glou.: O! lady, lady, shame would 
have it hid. 

Reg.: Was he not companion with the 
riotous knights 

That tend upon my father? 100 

Glou.: I know not, madam: ’t is too 
bad, too bad. 

Edm.: Yes, madam, he was of that 
consort. 

Reg.: No marvel, then, though he were 
ill affected: 

'T is they have put him on the old man’s 
death, 

8 Begot. 9 Able to inherit. 
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To have the expense and waste 10 of his 
ret enues 105 

I have this present evening from my 
sister 

Been well inform’d of them; and with 
such cautions, 

That if they come to sojourn at my 
house, 

I ’ll not be there. 

Corn • Nor I, assure thee, Regan. 
Edmund, I hear that you have shown 
your father no 

A child-like office. 11 

Edm. ’T was my duty, sir. 

Glou He did bewray his practice, 12 
and received 

This hurt you see, striving to apprehend 
him. 

Corn.: Is he pursued ? 

Glou.: Ay, my good lord. 

Corn • If he be taken, he shall never 
more 115 

Be fear’d of doing harm, make your own 
purpose. 

How in my strength you please. 13 For 
you, Edmund, 

Whose virtue and obedience doth this 
instant 

So much commend itself, you shall be 
ours - 

Natures of such deep trust we shall 
much need, 120 

You lie first seize on 

Edm I shall serv e you, sir 

Truly, however else 

Glou For him I thank your grace 

Coin You know not why we came 
to visit you, — 

Reg ■ Thus out of season, threading 
dark-eyed night: 

Occasions, noble Gloucester, of some 
prize , 14 125 

Wherein we must have use of your 
advice: 

Our father he hath writ, so hath our 
sister, 

Of differences, which I best thought it 
fit 

10 Spending and wasting 11 Filial conduct 
12 Disclose Edgar’s plot 13 Make your own 
nhns, using my authority 11 Importance 
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To answer from our home, the several 
messengers 

From hence attend dispatch Our good 
old friend, 130 

Lay comforts to your bosom; and be- 
stow 

Your needful counsel to our business. 
Which craves the instant use. 

Glou.. I serve you, madam 

Your graces are right welcome 

[ 'Exeunt ] 

Scene II — Before Gloucester's castle 

\_Enter Kent and Oswald, severally ] 

Osw Good dawning to thee, friend • 
art of this house? 

Kent Ay 

OslI Where may we set our horses? 
Kent I’ the mire 5 

Osw Prithee, if thou lovest me, tell 
me. 

Kent: I love thee not. 

Osw ■ Why, then, I care not for thee 
Kent. If I had thee in Lipsbury pin- 
fold, 1 I would make thee care for me 
Osw Why dost thou use me thus? 

1 know thee not 

Kent. Fellow, I know thee. 14 

Orw : What dost thou know me 
for? 

Kent A knave; a rascal, an eater of 
broken meats, a base, proud, shallow, 
beggarly, three-suited, hundred-pound, 
filthy, worsted-stocking knave, a lily- 
livered, action-taking - knave, a whore- 
son, glass ■‘-giving, superserv iceable, 1 
finical rogue, one-trunk-inheriting si ive, 
one that vvouldst be a bawd in vv iv of 
good service, and art nothing but the 
composition of a knave, beggar, 
coward, pandar, and the son and heir 
of a mongrel bitch: one whom I will 
beat into clamorous whining, if thou 
deniest the least syllable of thy addi- 
tion 3 3 1 

Osw Why, what a monstrous fellow 

'Reference not clear, possiblj the teeth 

2 Going to law (instead of courageous!' 
fighting) 3 mirror 4 Officious * Combina- 
tion 6 Titles 
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art thou, thus to rail on one that is 
neither known of thee nor knows thee! 

Kent: What a brazen-faced varlet art 
thou, to deny thou knowest me! Is it 
two days ago since I tripped up thy 
heels, and beat thee before the king? 
Draw, you rogue: for, though it be 
night, yet the moon shines; I ’ll make 
a sop o’ the moonshine of you: draw 
you whoreson cullionly 7 barber-monger, 
draw. [Drawing his sword . 2 

Osw.: Away! I have nothing to do 
with thee. 45 

Kent: Draw, you rascal: you come 
with letters against the king; and take 
Vanity-th e-pup pet’s part against the 
royalty of her father: draw, you rogue, 
or I ’ll so carbonado 8 your shanks: draw, 
you rascal; come your ways. 51 

Osw.: Help, ho! murder! help! 

Kent: Strike, you slave; stand, rogue, 
stand; you neat 8 slave, strike. 

[. Beating him .] 
Osw.: Help, ho! murder! murder! 55 
[Enter Edmund with his rapier drawn, 
Cornwall, Regan, Gloucester, and 
Servants .] 

Edm.: How now! What ’s the matter? 
Kent: With you, goodman boy, an 
you please: come, I ’ll flesh 10 ye; come 
on, young master. 

Glou.: Weapons! arms! What ’s the 
matter here? 61 

Corn.: Keep peace, upon your lives: 
He dies that strikes again. What is the 
matter? 

Reg.: The messengers from our sister 
and the king. 65 

Corn.: What is your difference? speak. 
Osw.: I am scarce in breath, my lord. 
Kent: No marvel, you have so be- 
stirred your valour. You cowardly 
rascal, nature disclaims in 11 thee: a 
tailor made thee. 71 

Corn.: Thou art a strange fellow: a 
tailor make a man? 

Kent: Ay, a tailor, sir: a stone-cutter 
or a painter could not have made him 

7 Rascally; base. 8 Cut crosswise (used of 
a piece of meat before broiling). 5 Pure; 
unmixed. 10 Initiate (in hunting). 11 Disowns. 


so ill, though they had been but two 
hours at the trade. ^ 

Corn.: Speak yet, how grew youi 
quarrel? 

Osw.: This ancient ruffian, sir, whose 
life I have spared at suit of his gray 
beard, — 

Kent: Thou whoreson zed! thou un- 
necessary 12 letter! My lord, if you will 
give me leave, I will tread this unbolted 
villain into mortar, and daub the wall 
of a jakes 13 with him. Spare my gray 
beard, you wagtail? 88 

Corn.: Peace, sirrah! 

You beastly knave, know you no rever- 
ence? 

Kent: Yes, sir; but anger hath a 
privilege. 

Corn.: Why art thou angry? 92 

Kent: That such a slave as this should 
wear a sword. 

Who wears no honesty. Such smiling 
rogues as these. 

Like rats, oft bite the holy cords a-twain 
Which are too intrinse 11 t’ unloose; 

smooth every passion 96 

That in the natures of their lords rebel; 
Bring oil to fire, snow to their colder 
moods; 

Renege, affirm, and turn their halcyon 
beaks 

With every gale and vary of their 
masters, 100 

Knowing nought, like dogs, but follow- 
ing. 

A plague upon your epileptic visage! 
Smile you my speeches, as I were a 
fool ? 

Goose, if I had you upon Sarum plain, 
I ’Id drive ye cackling home to Camelot. 

Corn.: What, art thou mad, old fellow? 

Glou.: How fell you out? say that. 

Kent: No contraries hold more an- 
tipathy 108 

Than I and such a knave. 

Corn.: Why dost thou call him knave? 
What is his fault? 

Kent: His countenance likes me no.t. 

12 Z (zed) was often omitted in contem- 
porary dictionaries. 13 Outhouse. 41 Intricate; 
tightly drawn. 
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Corn No more, perchance, does mine, 
nor his, nor hers 

Kent Sir, ’t is my occupation to be 
plain 1 13 

1 have seen better faces in my time 
Than stands on anv shouldei that I 
see 

Before me at this instant 

Corn This is some fellow, 

Who, ha\ ing been praised for bluntness, 
doth affect 

A. saucy roughness, and constrains the 
garb 118 

• Qu te from his nature 10 he cannot 
flatter, he, 

An honest mind and plain, he must 
speak truth 

An they will take it, so, if not, he’s 
plain 

These kind of knaves I know, which in 
this plainness 

Harbour more craft and more corrupter 
ends 

Than twenty silly -ducking observants 
1 hat stretch their duties nicely 10 125 

Kei t Sir, in good faith, in sincere 
a erity, 

lander the allowance of your great 
aspect. 

Whose influence, like the wreath of 
radi int fire 

On flickering Phoebus’ front, — 

Corn What mean’ st by this ? 

Kent To go out of my dialect, which 
you discommend so much I know, sir, I 
am no flatterer he that beguiled you in a 
plain accent was a plain knaae, which 
for my part I will not be, though I 
should win jour displcisure to entreat 
me to ’t 136 

Corn What was the offence you gave 
him f 

Osjj I never gave him any 
It pleased the king his master very late 
> lo strike at me, upon his misconstruc- 
tion, 14 1 

When he, compact, 17 and flattering his 
displeasure, 

“Carries his affected bluntness to an 
unn itui il extreme 10 Punctiliously carry out 
thui duties 17 faking his part 


Tripp’d me behind, being down, in- 
sulted, rail’d, 

And put upon him such a deal of 
man, 

That worthied him, got praises of the 
king 145 

For him attempting who was self-sub- 
dued, 

And, in the fteshment 18 of this dread 
exploit. 

Drew on me here again 
Kent None of these rogues and 
cowards 

But Ajax is their fool 19 
Corn Fetch forth the stocks' 

You stubborn ancient knave, you 
reverent braggart, 

We ’ll teach you — 

Kent Sir, I am too old to learn. 
Call not your stocks for me I ser\ e the 
king, 152 

On whose employment I was sent to 
you 

You shall do small respect, show too 
bold malice 

Against the grace and person of my 
master, 155 

Stocking his messenger 

Corn Fetch forth the stocks' As I 
has e life and honour, 

There shall he sit till noon 

Reg Till noon' till night, my lord, 
and all night too 

Kent Why, n ad am, if I were your 
father’s dog, 160 

You should not use me so 

Reg Sir, being his knaie, I will 
Corn This is a fellow of the self-same 
colour 

Our sister speaks of Come, bring away 
the stocks' biought out 3 

Glou Let me beseech jour grace not 
to do so 

His fault is much, and the good king 
his master 165 

Will check him for ’t your purposed 
low correction 

Is such as basest and contemned’st 
wretches 

“Under the stimulus “Perhaps a platn, 
blunt fellow such as AjaX is always the butt 
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For pilferings and most common tres- 
passes 

Are punish’d with: the king must take 
it ill. 

That he, so slightly valued in his mes- 
senger, 170 

Should have him thus restrain’d. 

Corn.: I ’ll answer that. 

Reg.: My sister may receive it much 
more worse, 

To have her gentleman abused, as- 
saulted. 

For following her afFairs. Put in his legs. 

[Kent is put in the stocks .] 
Corn.: Come, my lord, away. 175 
[ Exeunt all but Gloucester and Kent.]] 
Glou.: I am sorry for thee, friend; ’t is 
the duke’s pleasure, 

Whose disposition, all the world well 
knows, 

Will not be rubb’d nor stopp’d : I ’ll en- 
treat for thee. 

Kent: Pray, do not, sir: I have 
watched and travell’d hard; 

Some time I shall sleep out, the rest I ’ll 
whistle. 180 

A good man’s fortune may grow out at 
heels : 

Give you good morrow! 

Glou.: The duke ’s to blame in this; 

't will be ill-taken. [A.vil.j 

Kent: Good king, that must approve 
the common saw, 

Thou out of heaven’s benediction com- 
est 185 

To the warm sun! 50 
Approach, thou beacon to this under 
globe. 

That by thy comfortable beams I 
may 

Peruse this letter! Nothing almost sees 
miracles 

But misery: I know ’t is from Cordelia, 
Who hath most fortunately been in- 
form’d igi 

Of my obscured course; and shall find 
time 

From this enormous state, seeking to 
give 

20 Old saw or proverb, apparently de- 
scribing a decline in fortune. 


Losses their remedies. All weaiy and 
o’er-watch’d, 

Take vantage, heavy eyes, not to behold 
This shameful lodging. 

Fortune, good night: smile once more: 
turn thy wheel! [Sleeps.] 

Scene III — .1 wood 
[Enter Edgar .J 

Edg.: I heard myself proclaim’d; 

And by the happy hollow of a tree 
Escaped the hunt. No port is free; no 
place, 

That guard, and most unusual vigi- 
lance, 

Does not attend my taking. Whiles I 

may ’scape, 5 

I will preserve myself: and am be- 

thought 

To take the basest and most poorest 
shape 

That ever penury, in contempt of man, 
Brought near to beast: my face I’ll 
grime with filth : 

Blanket my loins; elf 1 all my hair in 
knots; 10 

And with presented nakedness out-face 
The winds and persecution of the 
sky. 

The country gives me proof and pre- 
cedent 

Of Bedlam beggars, who, with roaring 
voices. 

Strike in their numb’d and mortified 
bare arms 1 5 

Pins, wooden pricks, nails, sprigs of 
rosemary; 

And with this horrible object, from low 
farms, 

Poor pelting villages, sheep-cotes, and 
mills, 

Sometime with lunatic bans, 2 sometime 
with prayers, 

Enforce their charity. Poor Turlygod! 

poor Tom! 20 

That ’s something yet: Edgar I nothing 
am. [Exit.] 

1 Tangle, in the manner of an elf. 2 Curses 
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Scene IV — Before Gloucester's castle. 
Kent in the stocks 

[ 'Enter Lear, Fool, and Gentleman .J 

Lear: ’T is strange that they should 
so depart from home. 

And not send back my messenger. 

Gent.: As I learn’ d, 

The night before there was no purpose 
in them 

Of this remove. 

Kent: Hail to thee, noble master! 

^ Lear: Ha! j 

Makest thou this shame thy pastime? 
Kent. No, my lord. 

Fool: Ha, ha! he wears cruel garters. 
Horses are tied by the heads, dogs and 
bears by the neck, monkeys by the loins, 
and men by the legs: when a man’s 
over-lusty at legs, then he wears wooden 
nether-stocks. 12 

Lear: What ’s he that hath so much 
thy place mistook 
To set thee here? 

Kent: It is both he and she; 

Your son and daughter. 

Lear: No. 

Kent: Y es. 

Lear: No, I say. 

Kent: I say, yea. 

Lear: By Jupiter, I swear, no. 20 
Kent: By Juno, I swear, ay. 

Lear: They durst not do ’t; 

I They could not, would not do ’t; ’t is 
worse than murder, 

To do upon respect such violent out- 
rage: 

Resolve me, with all modest haste, 
which way 

Thou mightst deserve, or they impose, 
this usage, 25 

Coming from us. 

Kent: My lord, when at their home 
I did commend your highness’ letter to 
4 them, 

Ere I was risen from the place that 
show’d 

My duty kneeling, came there a reeking 
post, 

Stew’d in his haste, half breathless, 
panting forth 30 
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From Goneril his mistress salutations; 
Deliver’d letters, spite of intermission, 1 
Which presently they read: on whose 
contents. 

They summon’d up their meiny, 2 straight 
took horse; 

Commanded me to follow, and attend 
The leisure of their answer; gave me 
cold looks: 36 

And meeting here the other messenger. 
Whose welcome, I perceived, had 
poison’d mine, — 

Being the very fellow which of late 
Display’d so saucily against your high- 
ness, — 40 

Having more man than wit about me, 
drew: 

He raised the house with loud and 
coward cries. 

Your son and daughter found this 
trespass worth 

The shame which here it suffers. 

Fool: Winter’s not gone yet, if the 
wild-geese fly that way. +6 

Fathers that wear rags 
Do make their children blind; 

But fathers that bear bags 

Shall see their children kind. 50 
Fortune, that arrant whore. 

Ne’er turns the key to the poor. 
But, for all this, thou shalt have as 
many dolours 3 for thy daughters as thou 
canst tell in a year. 55 

Lear: 0 , how this mother swells up 
toward my heart! 

Hysterica passio, down, thou climbing 
sorrow , 4 

Thy element’s below! Where is this 
daughter? 

Kent: With the earl, sir, here within. 
Lear : Follow me not; 

Stay here. \_Exit^\ 

Gent.: Made you no more offence but 
what you speak of? 62 

Kent: None. How chance the king 
comes with so small a number? 

Fool : An thou hadst been set i’ the 

1 Ofinterrupting me. 2 Company. 3 A pun 
on dolour, sorrow, and dollar, the coin (peso). 
* Lear describes symptoms of hysteria, called 
then both mother and hysterica passio. 
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stocks for that question, thou hadst 
well deserved it. 

Kent: Why, fool ? 68 

Fool: We ’ll set thee to school to an 
ant, to teach thee there ’s no labouring 
i’ the winter. All that follow their noses 
are led by their eyes but blind men; 
and there ’s not a nose among twenty 
but can smell him that ’s stinking. Let 
go thy hold when a great wheel runs 
down a hill, lest it break thy neck with 
following; but the great one that goes 
up the hill, let him draw thee after. 
When a wise man gives thee better 
counsel, give me mine again: I would 
have none but knaves follow it, since a 
fool gives it. 82 

That sir which serves and seeks for gain, 
And follows but for form, 

Will pack when it begins to rain. 

And leave thee in the storm. 

But I will tarry; the fool will stay, 

And let the wise man fly: 

The knave turns fool that runs away; 
The fool no knave, perdy. go 

Kent: Where learned you this, fool? 
Fool: Not i’ the stocks, fool. 

IRe -enter Lear, with Gloucester.'} 
Lear: Deny to speak with me? They 
are sick? they are weary? 

They have travell’d all the night? Mere 
fetches; 5 

The images of revolt and flying off. 93 
Fetch me a better answer. 

Gloit.: My dear lord. 

You know the fiery quality of the duke; 
How unremoveable and fix’d he is 
In his own course. 

Lear: Vengeancel plague! death! 
confusion! 100 

Fiery? what quality? Why, Gloucester, 
Gloucester, 

I ’Id speak with the Duke of Cornwall 
and his wife. 

Glou.: Well, my good lord, I have in- 
form’d them so. 

Lear: Inform’d them! Dost thou 
understand me, man? 

Glou.: Ay, my good lord. 105 

‘Evasions, tricks. 


Lear: The king would speak with 
Cornwall; the dear'father 
Would with his daughter speak, com- 
mands, tends, 6 service: 

Are they inform’d of this? My breath 
and blood! 

Fiery? the fiery duke? Tell the hot duke 
that — 109 

No, but not yet: may be he is not well: 
Infirmity doth still neglect all office 1 
Whereto our health is bound; we are 
not ourselves 

When nature, being oppress’d, com- 
mands the mind 

To suffer with the body: I ’ll forbear; 
And am fall’n out with my more headier 
will, 8 1 15 

To take the indisposed and sickly 
fit 

For the sound man. Death on my state! 

wherefore [Looking on Kent.} 
Should he sit here? This act persuades 
me 

That this remotion of the duke and her 
Is practice only. 9 Give me my servant 
forth. 120 

Go tell the duke and ’s wife I ’Id speak 
with them, 

Now, presently: bid them come forth 
and hear me, 

Or at their chamber-door I ’ll beat the 
drum 

Till it cry sleep to death. 

Glou.: I would have all well betwixt 
you. [Exit.} 

Lear: 0 me, my heart, my rising 
heart! but, down! 126 

Fool: Cry to it, nuncle, as the cockney 
did to the eels when she put ’em i’ the 
paste alive; she knapped 10 ’em o’ the 
coxcombs with a stick, and cried 
“Down, wantons, down!” ’T was her 
brother that, in pure kindness to his ^ 
horse, buttered his hay. *33 

[Enter Cornwall, Regan, Gloucester, 
and Servants.} 

Lear: Good morrow to you both. 

6 Expects. 7 Duty. 8 Because of my im- 
petuosity, I have done wrong to take, etc. 

9 That this removal is a stratagem. 10 Struck 
sharply. , 
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Corn.: Hail to your grace! 

r Kent is set at liberty .] 

Reg.: I am glad to see your highness. 

Lear: Regan, I think you are; I know 
' what reason 

I have to think so: if thou shouldst not 
be glad, 

I would divorce me from thy mother’s 
tomb, 

Selpulchring an adultress. [To Kent."} 
O, are you free? 

Some other time for that. Beloved 
Regan, 140 

Thy sister ’s naught: O Regan, she hath 
tied 

Sharp-tooth’d unkindness, like a vul- 
ture, here: [Points to his heartL\ 

I can scarce speak to thee; thou ’It not 
believe 

With how depraved a quality — 0 
Regan! 

Reg.: I pray you, sir, take patience; I 
have hope 145 

You less know how to value her desert 
Than she to scant her duty. 

Lear: Say, how is that? 

Reg.: I cannot think my sister in the 
least 

Would fail her obligation; if, sir, per- 
chance 

She have restrain’d the riots of your 
followers, 150 

’T is on such ground, and to such whole- 
some end, 

* As clears her from all blame. 

Lear: My curses on her! 

Reg.: O, sir, you are old ; 

Nature in you stands on the very verge 
Of her confine: you should be ruled and 
led 155 

By some discretion, that discerns your 
state 

Better than you yourself. Therefore, I 
pray you, 

1 That to our sister you do make return; 
Say you have wrong’d her. 

Lear: Ask her forgiveness ? 

Do you but mark how this becomes the 
house: 160 

“Dear daughter, I confess that I am 
old; [ Kneeling .] 


Age is unnecessary: on my knees I beg 
That you ’ll vouchsafe me raiment, bed, 
and food.” 

Reg.: Good sir, no more; these are un- 
sightly tricks: 

Return you to my sister. 

Lear: [Rising."] Never, Regan: 

She hath abated me of half my train; 
Look’d black upon me; struck me with 
her tongue 167 

Most serpent-like, upon the very heart: 
All the stored vengeances of heaven fall 
On her ingrateful top! Strike her young 
bones, 

You taking airs, 11 with lameness! 

Corn.: Fie, sir, fie! 

Lear: You nimble lightnings, dart 
your blinding flames 172 

Into her scornful eyes! Infect her 
beauty. 

You fen-suck’d fogs, drawn by the 
powerful sun. 

To fall and blister! 

Reg.: O the blest gods! so will you 
wish on me, 

When the rash mood is on. 

Lear: No, Regan, thou shalt never 
have my curse: 

Thy tender-hefted 13 nature shall not 
give 

Thee o’er to harshness: her eyes are 
fierce; but thine 180 

Do comfort and not burn. ’T is not in 
thee 

To grudge my pleasures, to cut off my 
train. 

To bandy hasty words, to scant my 
sizes, 

And in conclusion to oppose the bolt 
Against my coming in: thou better 
know’st 185 

The offices of nature, bond of childhood. 
Effects of courtesy, dues of gratitude; 
Thy half o’ the kingdom hast thou not 
forgot. 

Wherein I thee endow’d. 

Reg.: Good sir, to the purpose. 

Lear.: Who put my man i’ the stocks? 

[Tucket within. 2 

11 Infecting. 1! Delicately contructed. 
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Corn.: What trumpet ’s that? 

Reg.: I know ’t, my sister’s: this ap- 
proves her letter, 19 1 

That she would soon be here. 

[Enter Oswald.^ 

Is your lady come ? 

Lear: This is a slave, whose easy- 
borrow’d pride 

Dwells in the fickle grace of her he 
follows. 

Out, varlet, from my sight! 

Corn.: What means your grace? 

Lear: Who stock’d my servant? 
Regan, I have good hope 196 

Thou didst not know on ’t. Who comes 
here? O heavens, [Enter Goneril . ] 

If you do love old men, if your sweet 
sway 

Allow obedience, if you yourselves are 
old, 

Make it your cause; send down, and 
take my part! 200 

[To Goneril .] Art not ashamed to look 
upon this beard? 

0 Regan, wilt thou take her by the 

hand? 

Gon.: Why not by the hand, sir? 
How have I offended? 

All ’s not offence that indiscretion finds 
And dotage terms so. 

Lear: O sides, you are too tough; 

Will you yet hold? How came my man 
i’ the stocks? 206 

Corn.: I set him there, sir: but his own 
disorders 

Deserved much less advancement. 

Lear: You! did you? 

Reg.: I pray you, father, being weak, 
seem so. 

If, till the expiration of your month, 
You will return and sojourn with my 
sister, 211 

Dismissing half your train, come then 
to me: 

1 am now from home, and out of that 

provision 

Which shall be needful for your enter- 
tainment. 

Lear: Return to her, and fifty men 
dismiss’d? 215 

No, rather I abjure all roofs, and choose 


To wage against the enmity o’ the air; 
To be a comrade with the wolf ant 
owl, — 

Necessity’s sharp pinch! Return witli 
her? 

Why, the hot-blooded France, that 
dowerless took 22( 

Our youngest born, I could as well bt 
brought 

To knee his throne, and, squire-like 
pension beg 

To keep base life afoot. Return witl 
her? 

Persuade me rather to be slave and 
sumpter 

To this detested groom. 

[Pointing at Oswald .] 
Gon.: At your choice, sir. 

Lear: I prithee, daughter, do not 
make me mad: - 226 

I will not trouble thee, my child; 
farewell : 

We ’ll no more meet, no more see one 
another: 

But yet thou art my flesh, my blood, 
my daughter; 

Or rather a disease that ’s in my flesh, 
Which I must needs call mine: thou art 
a boil, 231 

A plague-sore, or embossed carbuncle, 
In my corrupted blood. But I ’ll not 
chide thee; 

Let shame come when it will, I do not 
call it: 

I do not bid the thunder-bearer shoot; 
Nor tell tales of thee to high-judging 
Jove: 236 

Mend when thou canst; be better at 
thy leisure: 

I can be patient; I can stay with Regan, 
I and my hundred knights. 

Reg.: Not altogether so: 

I look’d not for you yet, nor am pro- 
vided _ 240 

For your fit welcome. Give ear, sir, to 
my sister; 

For those that mingle reason with youi 
passion 

Must be content to think you old, and 
so — 

But she knows what she does. 
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Lear: Is this well spoken ? 

Reg.: I dare avouch it, sir: what, fifty- 
followers ? 245 

Is it not well ? What should you need of 
more? 

Yea, or so many, sith that both charge 
and danger 

Speak ’gainst so great a number? How, 
in one house. 

Should many people, under two com- 
mands, 

Hold amity? ’T is hard; almost impos- 
sible. 250 

Com.: Why might not you, my lord, 
receive attendance 

From those that she calls servants or 
from mine? 

Reg.: Why not, my lord? If then they 
chanced to slack you. 

We could control them. If you will 
come to me, — 

For now I spy a danger, — I entreat you 
To bring but five-and-twenty: to no 
more 256 

Will I give place or notice. 

Lear: I gave you all — 

Reg.: And in good time you gave it. 

Lear: Made you my guardians, my 
depositaries; 

But kept a reservation to be follow’d 
With such a number. What, must 1 
come to you 261 

With five-and-twenty, Regan ? said 
you so? 

Reg.: And speak ’t again, my lord; no 
more with me. 

Lear: Those wicked creatures yet do 
look well-favour’ d. 

When others are more -wicked; not 
being the worst 265 

Stands in some rank of praise. [To 
Goneril.J I ’ll go with thee: 

Thy fifty yet doth double five-and- 
twenty, 

And thou art twice her love. 

Com.: Hear me, my lord: 

What need you five-and-twenty, ten, or 
five, 

To follow in a house where twice so 
many 270 

Have a command to tend you? 


Reg.: What need one? 

Lear: O, reason not the need: out 
basest beggars 

Are in the poorest thing superfluous: 13 
Allow not nature more than nature 
needs, 

Man’s life is cheap as beast’s: thou art a 
lady; 275 

If only to go warm were gorgeous, 

Why, nature needs not what thou 
gorgeous wear’st, 

Which scarcely keeps thee warm. But, 
for true need, — 

You heavens, give me that patience, 
patience I need! 

You see me here, you gods, a poor old 
man, 280 

As full of grief as age; wretched in both! 
If it be you that stirs these daughters’ 
hearts 

Against their father, fool me not so 
much 

To bear it tamely; touch me with noble 
anger, 

And let not women’s weapons, water- 
drops, 285 

Stain my man’s cheeks! No, you un- 
natural hags, 

I will have such revenges on you both, 
That all the world shall — I will do such 
things, — 

What they are, yet I know not; but they 
shall be 

The terrors of the earth. You think 
I 'II weep; 290 

No, I ’ll not weep: 

I have full cause of weeping; but this 
heart 

Shall break into a hundred thousand 
flaws, 

Or ere I ’ll weep. O fool, I shall go mad ! 
[ Exeunt Lear, Gloucester, Kent, and 
Fool . 2 

[Storm and temt>est .2 
Corn.: Let us withdraw; 't will be a 
storm. 295 

Reg.- This house Is little: the old man 
and his people 
Cannot be well bestow’d. 

a Have more than bare necessity. 
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Gon.: ’T is his own blame; hath put 
himself from rest, 

And must needs taste his folly, 

Reg.: For his particular, 14 I ’ll receive 
him gladly, 300 

But not one follower. 

Gon.: So am I purposed. 

Where is my lord of Gloucester? 

Corn.: Follow’d the old man forth: he 
is return’d. 

[ Re-enter Gloucester .] 

Glou.: The king is in high rage. 

Corn.: Whither is he going? 

Glou.: He calls to horse; but will I 
know not whither. 303 

Com.: ’T is best to give him way; he 
leads himself. 

14 As for himself alone. 


Gon.: My lord, entreat him by no 
means to stay. 

Glou.: Alack, the night comes on, and 
the high winds 

Do sorely ruffle; for many miles about 
There ’s scarce a bush. 

Reg.: O, sir, to wilful men, 

The injuries that they themselves pro- 
cure 311 

Must be their schoolmasters. Shut up 
your doors, 

He is attended with a desperate train; 
And what they may incense him to, 
being apt 

To have his ear abused, wisdom bids fean 

Corn.: Shut up your doors, my lord; 
’t is a wild night: 316 

My Regan counsels well : come out o’ th$ I 
storm. \_ExewilI\ 


QUESTIONS ON ACT II 

1. When Gloucester says of Edgar, “Let him fly far,” what parallel is 
suggested between Gloucester and Lear? Does such a parallel help hold 
the plot together? 

2. Trace the various ironies in Scene i. What are we to make of the fact 
that Regan tries to explain Edgar’s supposed evil conduct by saying that 
he has associated with Lear's knights? 

3. Is the conflict between Oswald and Kent in Scene ii simply so much , 

byplay, or does it in any way contribute to the main action and theme of 
the play? Both men are in the service of a lord. Does their conduct contain 
any implication about the kind of service they are in? 1 

4. What does Scene ii show about Cornwall? Is he in any way like 
Edmund? Does he, for instance, have Edmund’s sharp intelligence? Com- 
pare his speech beginning “This is some fellow, / Who, etc.” and Oswald’s 
“I never gave him any,” which are alike in that neither of them analyzes 
Kent correctly. But which of the two comments the more shrewdly upon 
human character? 

5. Although Lear is not present in Scene ii, what does this scene show us 
about his status in the kingdom? What dramatic effect can Shakespeare 
secure later because Lear is not present in this scene? 

6. In Scene iii, what bearing do Edgar’s exile and madness have upon the 
main theme? What symbolic meaning is suggested here? 

7. Act II presents some significant evidence on Gloucester. In Scene u 
we see his sympathy for Kent. Notice, on the other hand, his speeches in 
Scene iv, “You know the fiery quality of the duke,” and “I would have 
all well betwixt you.” What is really Gloucester’s basic trouble? Can we say 
that he “goes along with” the powers that be, and doesn’t really discover 
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what his principles are until too late? Might it be said, also, that he doesn’t 
see what the issue is until it is ton late? 

8. What is ironic about Lear’s attitude to Regan before Goneril enters in 
Scene iv? How does the reader know that he is wrong? 

„ 9. What are the climactic pressures upon Lear which begin to make his 
life unbearable? Follow through the passages which suggest his growing 
feeling that the situation is almost too much for his sanity. Do these sug- 
gestions become stronger as the scene unfolds ? 

10. At the end of Act I we suggested that Lear’s retainers had some 
meaning beyond the possibility of their being literally needed. Note that 
Lear begins his last speech in Act II: “ 0 , reason not the need.” That is, he 
repudiates mere need as a standard of judgment of values. But note also 
that the verb he uses is reason, and that reasoning with him is what the 
daughters have been doing with him throughout the scene. But by reason 
they do not arrive at a sense of values which enables them to deal con- 
siderately with Lear; it appears that they may actually be using their 
reason to conceal whatever grasp of the situation they may have and to 
justify their own will. Note, for instance, the “reasoning” employed by 
Regan in her last speech in the act: to her, “wisdom” consists in looking 
out for herself, and devil take the hindmost. In the light of this evidence 
review Act I, Question io, which concerns Edmund’s use of reason. Does it 
appear by now that there is a close thematic relationship between Edmund 
and the two sisters, and that in terms of their conduct Shakespeare may 
be making a profound comment upon the way in which the human reason, 
when it is left to its own devices, tends to work? 


ACT III 
Scene I — A heath 

[Storm still. Enter Kent and a Gentle- 
man , meeting .] 

Kent: Who ’s there, besides foul 
weather? 

Gent.: One minded like the weather, 
most unquietly. 

Kent: I know you. Where 's the king? 

Gent.: Contending with the fretful 
elements; 

Bids the wind blow the earth into the 
sea, 5 

Or swell the curled waters ’bove the 
main, 

That things might change or cease; 
tears his white hair. 

Which the impetuous blasts, with eye- 
less rage, 


Catch in their fury, and make nothing 

°f; 

Strives in his little world of man to out- 
scorn io 

The to-and-fro-conflicting wind and 
rain. 

This night, wherein the cub-drawn bear 
would couch, 

The lion and the belly-pinched wolf 
Keep their fur dry, unbonneted he runs, 
And bids what will take all. 

Kent: But who is with him? 

Gent.: None but the fool; who labours 
to outjest 16 

His heart-struck injuries. 

Kent: Sir, I do know you; 

And dare, upon the warrant of my note, 1 
Commend a dear 2 thing to you. There 
is division, 

Although as yet the face of it be cover’d 
1 Upon the strength of my knowledge (of 
facts, or, of you). 2 Important. 
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With mutual cunning, ’tvvixt Albany 
and Cornwall; 

Who have — as who have not, that their 
great stars 

Throned and set high? — servants, who 
seem no less, 

Which are to France the spies and 
speculations 3 

Intelligent 4 of our state; what hath 
been seen, 25 

Either in snuffs and packings 5 of the 
dukes, 

Or the hard rein which both of them 
have borne 

Against the old kind king; or something 
deeper, 

Whereof perchance these are but 
furnishings; 6 

But, true it is, from France there comes 
a power 30 

Into this scatter’d kingdom; who al- 
ready, 

Wise in our negligence, have secret feet 
In some of our best ports, and are at 
point 

To show their open banner. Now to you: 
If on my credit you dare build so far 
To make your speed to Dover, you shall 
find 36 

Some that will thank you, making just 
report 

Of how unnatural and bemadding sor- 
row 

The king hath cause to plain. 7 
I am a gentleman of blood and breeding; 
And, from some knowledge and assur- 
ance, offer 41 

This office to you. 

Gent.: I will talk further with you. 
Kent.: No, do not. 

For confirmation that I am much more 
Than my out-wall, 8 open this purse, and 
take 45 

What is contains. If you shall see 
Cordelia, — 

As fear not but you shall, — show her 
this ring; 

And she will tell you who your fellow is 
3 Observers. ‘Giving knowledge. 3 Quar- 
rels and plots. e Indications. 7 Complain of. 
• Appearance. 


That yet you do not know. Fie on this 
storm! 

I will go seek the king. j c 

Gent.: Give me your hand: have you 
no more to say? 

Kent.: Few words, but, to effect, more 
than all yet; 

That, when we have found the king,— 
in which your pain 

That way, I ’ll this, — he that first lights 
on him 

Holla the other. [_Exeunt severally .] 

Scene II — Another part of the heath. 

Storm still 

\_Enter Lear and Fool.f 

Lear: Blow, winds, and crack your 
cheeks! rage! blow! 

You cataracts and hurricanoes, spout 
Till you have drench’d our steeples, 
drown’d the cocks! 

You sulphurous and thought-executing 
fires. 

Vaunt-couriers 1 of oak-cleaving thun- 
derbolts, 5 

Singe my white head! And thou, all- 
shaking thunder, 

Smite flat the thick rotundity o’ the 
world ! 

Crack nature’s moulds, all germens 2 
spill at once, 

That make ingrateful man! 9 

Fool: O nuncle, court holy-water in a 
dry house is better than this rain-water 
out o’ door. Good nuncle, in, ask thy 
daughters’ blessing: here 's a night pities 
neither wise men nor fools. 

Lear: Rumble thy bellyful! Spit, fire! 
spout, rain! ij 

Nor rain, wind, thunder, fire, are my 
daughters: 

I tax not you, you elements, with un- 
kindness; 

I never gave you kingdom, call’d you 
children, 

You owe me no subscription 3 : then let 
fall 

1 Advance-messengers. 2 Germs of life 
3 Allegiance. 
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Your horrible pleasure; here I stand, 
your slave, 20 

A poor, infirm, weak, and despised old 
man: 

But yet I call you servile ministers, 
That will with two pernicious daughters 
join 

Your high-engender’d battles ’gainst a 
head 24 

So old and white as this. O! 0 ! ’t is foul! 

Fool: He that has a house to put ’s 
head in has a good head-piece. 

The cod-piece that will house 
Before the head has any. 

The head and he shall louse; 30 

So beggars marry many. 

The man that makes his toe 
What he his heart should make 

Shall of a corn cry woe, 

And turn his sleep to wake. 35 

For there was never yet fair woman but 
she made mouths in a glass. 

Lear: No, I will be the pattern of all 
patience; I will say nothing. 

[Enter Kent .] 

Kent: Who ’s there? 40 

Fool: Marry, here ’s grace and a cod- 
piece; that ’s a wise man and a fool. 

Kent: Alas, sir, are you here? things 
that love night 

Love not such nights as these; the 
wrathful skies 

Gallow 4 the very wanderers of the dark, 
And make them keep their caves: since 
I was man, 4 6 

Such sheets of fire, such bursts of horrid 
thunder, 

Such groans of roaring wind and rain, 

I never 

Remember to have heard : man’s nature 
cannot carry 

The affliction nor the fear. 

Lear: Let the great gods, 

That keep this dreadul pudder 8 o’er 
our heads, 51 

Find out their enemies now. Tremble, 
thou wretch, 

That hast within thee undivulged 
crimes, 

4 Frighten. 8 Turmoil. 


Unwhipp’d of justice: hide thee, thou 
bloody hand; 

Thou perjured, and thou simular 6 of 
virtue _ _ 55 

That are incestuous: caitiff, to pieces 
shake. 

That under covert and convenient 
seeeming 

Hast practised on man’s life: close pent- 
up guilts 

Rive your concealing continents, 7 and cry 
These dreadful summoners grace. I am a 
man 60 

More sinn’d against than sinning. 

Kent: Alack, bare-headed! 

Gracious my lord, hard by here is a 
hovel; 

Some friendship will it lend you 'gainst 
the tempest: 

Repose you there; while I to this hard 
house — 

More harder than the stones whereof ’t 
is raised; 6; 

Which even but now, demanding after 
you, 

Denied me to come in — return, and 
force 

Their scanted courtesy. 

Lear: My wits begin to turn. 

Come on, my boy: how dost, my boy? 
art cold? 

I am cold myself. Where is this straw, 
my fellow? 70 

The art of our necessities is strange, 
That can make vile things precious. 
Come, your hovel. 

Poor fool and knave, I have one part in 
my heart 

That ’s sorry yet for thee. 

Fool: [Singing.] 

He that has and a little tiny wit, — 75 
With hey, ho, the wind and the rain, — 
Must make content with his fortunes fit. 
Though the rain it raineth every day. 
Lear: True, my good boy. Come, bring 
us to this hovel. 

[Exeunt Lear and Kent.'] 
Fool: This is a brave night to cool a 
courtezan. 80 

• Pretender to. 7 Burst your concealing 
containers. , 
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I 'It speak a prophecy ere I go: 

When priests are more in word than 
matter; 

\\ hen brewers mar their malt with 
v. ater; 

When nobles are their tailors’ tutors; 

No heretics bum’d, but wenches’ 
suitors; 85 

Wnen every case in law is right; 

No squire in debt, nor no poor knight; 

When slanders do not live in tongues; 

Nor cutpurses come not to throngs; 

When usurers tell their gold i’ the 
field; 90 

And bawds and whores do churches 
build; 

Then shall the realm of Albion 

Come to great confusion: 

1 hen comes the time, who lives to 
see ’t, 94 

That going shall be used with feet. 
This prophecy Merlin shall make; for I 
live before his time. {Exitf] 

Scene III — Gloucester's castle 
[ Enter Gloucester and Edmund.'] 

Clou.: Alack, alack, Edmund, I like 
not this unnatural dealing. When I 
desired their leave that I might pity 
him, they took from me the use of mine 
own house; charged me, on pain of their 
perpetual displeasure, neither to speak 
of him. entreat for him, nor any way 
sustain him. 8 

Edm.: Most savage and unnatural! 

(dou.: Go to; say you nothing. There 
is division between the dukes; and a 
worse matter than that: I have received 
a letter this night; ’t is dangerous to be 
spoken; I have locked the letter in my 
closet: these injuries the king now bears 
will De revenged home; there’s part of 
a power already footed: we must incline 
to the king. I will seek him, and privily 
relieve him: go you and maintain talk 
with the duke, that my charity be not 
of him perceived: if he ask for me, I am 
ill, and gone to bed. If I die for it, as no 
less is threatened me, the king my old 
master must be relieved. There is some 


strange thing toward, Edmund; pray 
you, be careful. [Exit] 

Edm.: This courtesy, forbid thee, 1 
shall the duke ,7 

Instantly know; and of that letter too: 
This seems a fair deserving, and mast 
draw me 

That which my father loses; no lea 
than all: 

The younger rises when the old doth 
fall. [Exit.] 

Scene IV — The heath. Before a hovel . 

[ Enter Lear , Kent, and F00L] 

Kent: Here is the place, my lord; 
good m3- lord, enter: 

The tyranny of the open night’s too 
rough 

For nature to endure. [ [Storm still.] 

Lear: Let me alone. 

Kent: Good my lord, enter here. 

Lear: Wilt break my heart! 

Kent: I had rather break mine own. 

Good my lord, enter. 5 

Lear: Thou think’st ’t is much that 
this contentious storm 
Invades us to the skin: so ’t is to thee; 
But where the greater malady is fixed, 
The lesser is scarce felt. Thou ’ldst shun 
a bear; 

But if thy flight lay toward the raging-j 
sea, 10 

Thou ’ldst meet the bear i’ the mouth. 

When the mind ’s free, 

The body ’s delicate: the tempest in my 
mind 

Doth from my senses take all feeling else 
Save what beats there. Filial ingrati- 
tude! 

Is it not as this mouth should tear this 
hand IS 

For lifting food to ’t? But I will punish 
home: 

No, I will weep no more. In such a night 
To shut me out! Pour on; I will endure. 
In such a night as this! 0 Regan, 
Goneril! 

1 Kindness (to the King), which was for- 
bidden thee. 
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Your old kind father, whose frank heart 
gave all, — 20 

O, that way madness lies; let me shun 
that; 

No more of that. 

Kent : Good my lord, enter 

here. 

Lear: Prithee, go in thyself; seek thine 
own ease: 

This tempest will not give me leave to 
ponder 

On things would hurt me more. But I '11 
go in. 25 

C To the Fool.'} In, boy; go first. You 
houseless poverty, — 

Nay, get thee in. I ’ll pray, and then I ’ll 
sleep. [Fool goes in.} 

Poor naked wretches, whereso’er you 
are, 

That bide the pelting of this pitiless 
storm, 

How shall your houseless heads and 
unfed sides, 30 

Your loop’d and window’d raggedness, 
defend you 

From seasons such as these? 0 , I have 
ta’en 

Too little care of this! Take physic, 1 
pomp; 

Expose thyself to feel what wretches 
feel, 

That thou mayst shake the superflux to 
them, 33 

And show the heavens more just. 

Edg. [Within.} Fathom and half, 
fathom and half! Poor Tom! 

[The Fool runs out from the hovel.} 

Fool: Come not in here, nuncle, here ’s 
a spirit. Help me, help me! 40 

Kent: Give me thy hand. Who ’s 
there? 

Fool: A spirit, a spirit: he says his 
name ’s poor Tom. 

Kent: What art thou that dost grum- 
ble there i’ the straw? Come forth. 

[Enter Edgar disguised as a madman.} 

Edg.: Away! the foul fiend follows me! 
Through the sharp hawthorn blow the 
winds. 48 


Hum! go to thy bed, and warm thee. 
Lear: Didst thou give all to thy 
daughters? 

And art thou come to this? 

Edg.: Who gives any thing to poor 
Tom? whom the foul fiend hath led 
through fire and through flame, through 
ford and whirlpool, o’er bog and quag- 
mire; that hath laid knives under his 
pillow, and halters in his pew; set rats- 
bane by his porridge; made him proud 
of heart, to ride on a bay trotting-horse 
over four-inched bridges, to course his 
own shadow for a traitor. Bless thy five 
wits! Tom’s a-cold, — O, do de, do de, 
do de. Bless thee from whirlwinds, star- 
blasting, and taking ! 2 Do poor Tom 
some charity, whom the foul fiend vexes: 
there could I have him now, — and there, 
— and there again, and there. 67 

[Storm still.} 
Lear: Have his daughters brought him 
to this pass? 

Couldst thou save nothing? Wouldst 
thou give ’em all? 

Fool: Nay, he reserved a blanket, else 
we had been all shamed. 

Lear: Now, all the plagues that in the 
pendulous air 

Hang fated o’er men’s faults light on 
thy daughters! 

Kent: He hath no daughters, sir. 

Lear: Death, traitor! nothing could 
have subdued nature 75 

To such a lowness but his unkind 
daughters. 

Is it the fashion that discarded fathers 
Should have thus little mercy on their 
flesh ? 

Judicious punishment! ’t was this flesh 
begot 

Those pelican 3 daughters. 80 

Edg.: Pillicock sat on Pillicock-hill: 
Halloo, halloo, loo, loo! 

Fool: This cold night will turn us all 
to fools and madmen. 

Edg.: Take heed o’ the foul fiend : obey 
thy parents; keep thy word’s justice; 
swear not; commit not with man’s 
* Infections. 3 Young pelicans were be- 
lieved to feed on their mothers’ blood. 


1 Medicine. 



620 SPECIAL STUDIES IN THE TRAGIC MODE 


sworn spouse; set not thy sweet heart on 
proud array. Tom ’s a-cold. 89 

Lear: What hast thou been? 

Edg.: A serving-man, proud in heart 
and mind; that curled my hair; wore 
gloves in my cap; served the lust of my 
mistress’ heart, and did the act of dark- 
ness with her; swore as many oaths as I 
spake words, and broke them in the 
sweet face of heaven: one that slept in 
the contriving of lust, and waked to do 
it: wine loved I deeply, dice dearly; and 
in woman out-paramoured the Turk: 
false of heart, light of ear, bloody of 
hand; hog in sloth, fox in stealth, wolf 
in greediness, dog in madness, lion in 
prey. Let not the creaking of shoes nor 
the rustling of silks betray thy poor 
heart to woman: keep thy foot out of 
brothels, thy hand out of plackets, thy 
pen from lenders’ books, and defy the 
foul fiend. 109 

Still through the hawthorn blows the 
cold wind: 

Says suum, mun, nonny. 

Dolphin my boy, boy, sessa! let him 
trot by. 

[jSiorw still.'] 
Lear: Thou wert better in thy grave 
than to answer with thy uncovered 
body this extremity of the skies. Is man 
no more than this? Consider him well. 
Thou owest the worm no silk, the beast 
no hide, the sheep no wool, the cat no 
perfume. Ha! here’s three on’s are so- 
phisticated! 4 Thou art the thing it- 
self: unaccommodated mar is no more 
but such a poor, bare, forked animal as 
thou art. Off, off, you lendings! come, 
unbutton here. [Tearing off his clothes.] 
Fool: Prithee, nuncle, be contented; 
’t is a naughty night to swim in. Now 
a little fire in a wild field were like an old 
lecher’s heart; a small spark, all the 
rest on’s body cold. Look, here comes a 
walking fire. 130 

[Enter Gloucester, with a torch.] 
Edg.: This is the fiend Flibberti- 
gibbet: he begins at curfew, and walks 


till the first cock; he gives the web and 
the pin,'- squints the eye, and makes the 
hare-lip; mildews the white wheat, and 
hurts the poor creature of earth. 
Swithold c footed thrice the old 7 ; 

He met the night-mare, and her ninefold; 
Bid her alight. 

And her troth plight, 

And, aroint * thee, witch, aroint thee! 

Kent: How fares your grace? 14 

Lear: What ’s her 

Kent: Who’s there? What is’t yoi 
seek? 

Clou.: What are you there? Your 
names? 

Edg.: Poor Tom; that eats the swim- 
ming frog, the toad, the tadpole, the 
wall-newt and the water; that in the 
fury of his heart, when the foul fiend 
rages, eats cow-dung for sallets; 9 swal- 
lows the old rat and the ditch-dog; 
drinks the green mantle of the standing- 
pool; who is whipped from tithing to 
tithing, 10 and stocked, punished, and 
imprisoned; who hath three suits to his 
back, six shirts to his body, horse to 
ride, and weapon to wear; 157 

But mice and rats, and such small deer, 11 
Have been Tom’s food for seven long 
year. 

Beware my follower. Peace, Smulkin; 
peace, thou fiend! 160 

Glou.: What, hath your grace no 
better company? 

Edg.: The prince of darkness is a ^ 
gentleman: 

Modo he ’s call’d, and Mahu. 

Glou.: Our flesh and blood, my lord, 
is grown so vile. 

That it doth hate what gets 12 it. 165 

Edg.: Poor Tom ’s a-cold. 

Glou.: Go in with me: my duty cannot 
suffer 

To obey in all your daughters’ hard 
commands: 

Though their injunction be to bar my 
doors, 

* Disease of the eye. 1 Probably St. Vitalis, 
invoked against nightmare. 7 Wold, plain. 

9 Begone. 9 Salads, greens . 10 District. 11 Ani- 
mals. 12 Begets. 


4 Adulterated. 
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And let this tyrannous night take hold 
upon you, 170 

Yet have I ventured to come seek you 
out, 

And bring you where both fire and food 
is ready. 

Lear: First let me talk with this 
philosopher. 

What is the cause of thunder? 

Kent: Good my lord, take his offer; 

go into the house. 175 

Lear: I ’ll talk a word with this same 
learned Theban. 

1 What is your study? 

Edg.: How to prevent the fiend, and 
to kill vermin. 

Lear: Let me ask you one word in 
private. 

Kent: Importune him once more to 
go, my lord; 

His wits begin to unsettle. 180 

Glou.: Canst thou blame him? 

[Storm still . ] 

His daughters seek his death; ah, that 
' good Kent! 

He said it would be thus, poor banish’d 
man! 

Thou say’st the king grows mad; I ’ll 
tell thee, friend, 

I am almost mad myself: I had a son. 

Now outlaw’d from my blood; he sought 
my life, 187 

But lately, very late: I loved him, 
f friend; 

No father his son dearer: true to tell 
thee, 

The grief hath crazed my wits. What a 
night’s this! 

I do beseech your grace, — 

Lear: O, cry you mercy, sir. 

Noble philosopher, your company. 192 
Edg.: Tom ’s a-cold. 

Glou.: In, fellow, there, into the 
hovel: keep thee warm. 

> Lear: Come, let’s in all. 

Kent: This way, my lord. 

Lear: With him; 

I will keep still with my philosopher. 
Kent: Good my lord, soothe him; 

let him take the fellow. 197 

Glou.: Take him you on. 


Kent: Sirrah, come on; go along with 
us. 

Lear: Come, good Athenian. 

Glou.: No words, no words: hush. 

Edg.: Child Rowland to the dark 
tower came, 202 

His word was still, — Fie, foh, and fum, 

I smell the blood of a British man. 

[_Exeunt.~] 

Scene V — Gloucester’s castle 

[ Enter Cornwall and Edmund .] 

Corn.: I will have my revenge ere I 
depart his house. 

Edm.: How, my lord, I may be cen- 
sured, that nature thus gives way to 
loyalty, something fears me to think of. 

Com.: I now perceive, it was not alto- 
gether your brother’s evil disposition 
made him seek his death; but a pro- 
voking merit, set a-work by a reprove- 
able badness in himself. 1 10 

Edm.: How malicious is my fortune, 
that I must repent to be just! This is the 
letter he spoke of, which approves him 
an intelligent party 2 to the advantages 
of France. O heavens! that this treason 
were not, or not I the detector! 16 

Corn.: Go with me to the duchess. 

Edm.: If the matter of this paper be 
certain, you have mighty business in 
hand. 20 

Corn.: True or false, it hath made thee 
Earl of Gloucester. Seek out where thy 
father is, that he may be ready for our 
apprehension. 

Edm.: [Aside.~] If I find him comfort- 
ing 3 the king, it will stuff his suspicion 
more fully. — I will persevere in my 
course of loyalty, though the conflict 
be sore between that and my blood. 29 

Corn.: I will lay trust upon thee; and 
thou shalt find a dear father in my love. 

[Exeunt. 2 

'Edgar is “provoked” (stimulated) by 
his own merit, set in operation by Gloucester’s 
badness, to seek Gloucester’s death. 2 Proves 
him to be well informed. ’ 3 Helping. 
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Scene VI — A chamber in a farmhouse 
adjoining the castle 

[Enter Gloucester, Lear , Kent, Fool, 
and Edgar.~\ 

Gloit.: Here is better than the open 
air; take it thankfully. I will piece out 
the comfort with what addition I can; 
I will not be long from you. 

Kent: All the power of his wits have 
given way to his impatience: the gods 
reward your kindness! [Exit Gloucester .] 

Edg.: Frateretto calls me; and tells me 
Nero is an angler in the lake of darkness. 
Pray, innocent, and beware the foul 
fiend. u 

Fool: Prithee, nuncle, tell me whether 
a madman be a gentleman or a yeoman? 

Lear: A king, a king! 

Fool: No, he ’s a yeoman that has a 
gentleman to his son; for he 's a mad 
yeoman that sees his son a gentleman 
before him. 

Lear. To have a thousand with red 
burning spits 

Come hissing in upon ’em, — 20 

Edg.: The foul fiend bites my back. 

Fool: He 's mad that trusts in the 
tameness of a wolf, a horse’s heels, a 
boy’s love, or a whore’s oath. 

Lear: It shall be done; I will arraign 
them straight. 25 

[To Edgar. Come, sit thou here, most 
learned justicer; 

[To the Fool.] Thou, sapient sir, sit 
here. Now, you she foxes! 

Edg.: Look, where he stands and 
glares! Wantest thou eyes at trial, 
madam? 30 

Come o’er the bourn, Bessy, to me, — 

Fool: Her boat hath a leak, 

And she must not speak 
Why she dares not come over to thee. 

Edg.: The foul fiend haunts poor Tom 
in the voice of a nightingale. Hopdance 
cries in Tom’s belly for two white 
herring. Croak not, black angel; I have 
no food for thee. 

Kent: How do you, sir? Stand you 
not so amazed : 40 


Will you lie down and rest upon tin 
cushions? 

Lear: 1 ’ll see their trial first. Bring h 
the evidence. 

[To Edgar.] Thou robed man of justice; 
take thy place; 

[To the Fool.'] And thou, his yoke- 
fellow of equity, 

Bench by his side: [To Kent.] you an 
o’ the commission, 1 45 

Sit you too. 

Edg.: Let us deal justly. 

Sleepest or wakest thou, jolly shepherd! 

Thy sheep be in the corn; 

And for one blast of thy minikin 1 , 
mouth, 50 

Thy sheep shall take no harm. 

Pur! the cat is gray. 

Lear: Arraign her first; ’t is Goneril. I 
here take myjoath before this honourable 
assembly, she kicked the poor king her 
father. 5 f> 

Fool: Come hither, mistress. Is your 
name Goneril? 

Lear: She cannot deny it. - 

Fool: Cry you mercy, I took you for a 
joint-stool. 3 

Lear: And here’s another, whose 
warp’d looks proclaim 
What store her heart is made on. Stop 
her there! 

Arms, arms, sword, fire! Corruption in 
the place! , 

False justicer, why hast thou let her 
’scape? 6$ 

Edg.: Bless thy five wits! 

Kent: O pity! Sir, where is the 
patience now, 

That you so oft have boasted to retain? 

Edg.: [Aside-] My tears begin to take 
his part so much, 

They ’ll mar my counterfeiting. 7 ° 

Lear: The little dogs and all, 

Tray, Blanch, and Sweet-heart, see, 
they bark at me. 

Edg.: Tom will throw his head at 
them. Avaunt, you curs! 

Be thy mouth or black or white, 7J 

'Justice of the peace. 2 Dainty. 3 A pro- 
verbial expression, used in pretended apology. 
The Fool also alludes to Lear’s hallucination- 
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Tooth that poisons if it bite, 

Mastiff, greyhound, mongrel grim, 
Hound or spaniel, bracli 4 or Iym, 4 
Or bobtail tike 1 or trundle-tail, 4 
Tom \m!1 make them weep and wail 
For, with throwing thus my head, 81 
Dogs leap the hatch, and dl are fled 
Do de, de, de Sessal Come, march to 
wakes and fairs and market-towns. 
Poor Tom, thy horn is dry 
Lt i v 1 hen let them anatomize 

Regan see what breeds about her 
heart Is there anv cause in nature that 
‘ makes these hard hearts 5 [ _To Edgar ] 
V ou, sir, I entertain ■> for one of my 
hundred, only I do not like the fashion 
of your garments "V ou will say they are 
Persian, but let them be changed 93 
Kent Flow, good my lord, lie here and 
rest awhile 

Leai • Make no noise, make no noise, 
draw the curtains so, so, so We ’ll go 
to supper 1’ the morning So, so, so. 

I ool And I ’ll go to bed at noon. 

I > -entu Gloucester 2 
Clou Come hither, friend where is 
the king my master 5 100 

Kt.nl Here, sir, but trouble him not, 
his w its are gone 

Glou Good friend, I prithee, take 
him in thy arms; 

I have o’erheard a plot of death upon 
him 

( There is a litter ready, lay him in ’t 
And drive toward Dover, friend, where 
thou shalt meet 10; 

Both welcome and protection Take up 
thy master. 

If thou shouklst dally half an hour, his 
life, 

With thine, and all that offer to defend 
him. 

Stand in assured loss: take up, take up; 
And follow me, that will to some 

1 provision no 

Giv e thee quick conduct 

Kent Oppressed nature sleeps 

This rest might yet have balm’d thy 
broken sinews,® 

4 Tj pes of dog 'Engage. 'Strained 

nerves 


Which, if convenience will not allow, 
Stand in hard cure [To the rool ] Come, 
help to bear thy master 
Thou must not stay behind 

Glou • Come, come, away 

[Exeunt all but Edgar ] 
Ldg When we our betters see bearing 
our w oes, 1 16 

We scarcely think our miseries our foes 
Who alone suffers suffers most 1’ the 
mind, 

Leaving free things and happy shows 
behind 

But then the mind much sufferance doth 
o’erskip 

When grief hath mates, and bearing 
fellowship. 

How light and portable my pain seems 
now. 

When that which makes me bend makes 
the king bow; 123 

He childed as I father’d I Tom, away 1 
Mark the high noises, and thyself 
bew ray 7 

When false opinion, whose wrong 
thought defiles thee, 

In thy just proof repeals and reconciles 
thee 

What will hap more to-night, safe 'scape 
the king 1 

Lurk, lurk [Ewt] 

Scenl VII — Gloucester's castle 

[Enter Corn call, Regan, Goaenl, Ed- 
mund, and Servants 3 

Corn Post speedily to my lord your 
husband, show' him this letter the army 
of France is landed Seek out the traitor 
Gloucester 

[Exeunt some of the Servants .] 
Reg ■ Hang him instantly. 5 

G011. Pluck out his eyes 
Corn.. Leave him to my displeasure 
Edmund, keep you our sister company, 
the revenges we are bound to take upon 
your traitorous father are not fit for 
your beholding Advise the duke, where 

’Identify yourself when misunderstand- 
ings about you are cleared up 
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you are going, to a most festinate 1 
preparation: we are bound to the like. 
Our posts shall be swift and intelligent 
betwixt us. Farewell, dear sister: fare- 
well, my lord of Gloucester. 16 

[Enter Oswald.'] 

How now! where ’s the king? 

Osw.: My lord of Gloucester hath con- 
vey’d him hence: 

Some five or six and thirty of his 
knights, 

Hot questrists 2 after him, met him at 
gate; 20 

Who, with some other of the lord’s 
dependants. 

Are gone with him toward Dover; where 
they boast 

To have well-armed friends. 

Corn.: Get horses for your mistress. 

Gon.: Farewell, sweet lord, and sister. 

Corn.: Edmund, farewell. 

[Exeunt Goneril, Edmund, and Oswald 
Go seek the traitor Gloucester, 
Pinion him like a thief, bring him before 
us. [Exeunt other Servants .] 

Though well we may not pass upon his 
life 27 

Without the form of justice, yet our 
power 

Shall do a courtesy to our wrath, which 
men 

May blame, but not control. Who ’s 
there? the traitor? 

[Enter Gloucester, brought in by two 
or three.] 

Reg.: Ingrateful fox! ’t is he. 

Corn.: Bind fast his corky 3 arms. 32 

Clou.: What mean your graces? Good 
my friends, consider 
You are my guests: do me no foul play, 
friends. 

Corn.: Bind him, I say. 

[Servants bind him.] 

Reg.: Hard, hard. O filthy traitor! 

Glou.: Unmerciful lady as you are, 
I’m none. 36 

Corn.: To this chair bind him. Villain, 
thou shalt find — 

[Regan plucks his beard.] 

1 Hasty. 2 Searchers. “Shriveled (with 
age). 


Glou.: By the kind gods, ’t is mot 
ignobly done 

To pluck me by the beard. 

Reg.: So white, and such a traitor! 

Glou.: Naughty lady, ' 

These hairs, which thou dost ravish from 
my chin, 4 , 

Will quicken, and accuse thee: I am your 
host: 

With robbers’ hands my hospitable 
favours 

You should not ruffle thus. What will, 
you do? 

Corn.: Come, sir. what letters had 
you late from France? 45 

Reg.: Be simple-answered, for we 
know the truth. 

Corn.: And what confederacy have 
you with the traitors 
Late footed in the kingdom? 

Reg.: To whose hands have you sent 
the lunatic king? 

Speak. 

Glou.: I have a letter guessingly set 
down, 50' 

Which came from one that ’s of a neu- 
tral heart, 

And not from one opposed. 

Corn.: Cunning. 

Reg.: And false. 

Corn.: Where hast thou sent the king? 

Glou.: To Dover. 

Reg.: Wherefore to Dover? V/ast i 
thou not charged at peril — 55 

Corn.: Wherefore to Dover? Let him 
answer that. 

Glou.: I am tied to the stake, and I 
must stand the course. 4 

Reg.: Wherefore to Dover? I 

Glou.: Because I would not see thy 
cruel nails 

Pluck out his poor old eyes; nor thy^ 
fierce sister 6° l 

In his anointed flesh stick hoarish fags/ 
The sea, with such a storm as his bare 
head 

In hell-black night endured, would have 
buoy’d up, 

And quench’d the stelled 6 fires: 

‘Attack of the dogs in bear-baiting 
“Starry; perhaps, fixed. 
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Yet, poor old heart, he holp the heavens 
to rain. 65 

If wolves had at thy gate howl’d that 
stern time, 

Thou shouldst have said “Good porter, 
turn the key. 

All cruels else subscribe.” 6 But I shall 
see 

The winged vengeance overtake such 
children. 

Corn.: See ’t shalt thou never. Fel- 
lows, hold the chair. 70 

Upon these eyes of thine I ’ll set my 
- foot. 

Clou.: He that will think to live till 
he be old. 

Give me some help! O cruel! O you 
gods! 

Reg.: One side will mock another; the 
other too. 

Corn.: If you see vengeance, — 

First Serv.: Hold your hand, my lord: 
I have served you ever since I was a 
child; 76 

► But better service have I never done you 
Than now to bid you hold. 

Reg. How now, you dog! 

First Serv.: If you did wear a beard 
upon your chin, 

I ’d shake it on this quarrel. What do 
you mean? 80 

Corn.: My villain! 

[ They draw and fight."] 

First Serv.: Nay, then, come on, and 
take the chance of anger. 

Reg.: Give me thy sword. A peasant 
stand up thus! 

\_Takes a sword, and runs at him behind /] 

First Serv.: O, I am slain! My lord, 
you have one eye left 
To see some mischief on him. 0 ! \FEes.] 

Corn.: Lest it see more, prevent it. 
Out, vile jelly! 86 

Where is thy lustre now? 

'Disputed passage. Perhaps: yield to all 
cruel creatures. 


Glou.: All dark and comfortless. 
Where ’s my son Edmund? 

Edmund, enkindle all the sparks of 
nature, 

To quit 7 this horrid act. 

Reg.: Out, treacherous villain! 

Thou call'st on him that hates thee: it 
was he 9! 

That made the overture of thy treasons 
to us; 

Who is too good to pity thee. 

Glou.: O my follies! then Edgar was 
abused. 

Kind gods, forgive me that, and prosper 
him! 95 

Reg.: Go thrust him out at gates, and 
let him smell 

His way to Dover. 

[_E\it one with Gloucester .] 
How is ’t, my lord? how look you? 
Corn.: I have received a hurt: follow 
me, lady; 

Turn out that eyeless villain; throw 
this slave 99 

Upon the dunghill. Regan, I bleed apace: 

Untimely comes this hurt: give ine your 
arm. \_Exit Cornwall led by Regan.] 
Sec. Serv.: I’ll never care whatwicked- 
ness I do. 

If this man come to good. 

Third Serv:. If she live long. 

And in the end meet the old course of 
death, 

Women will all turn monsters. 105 

Sec. Serv.: Let ’s follow the old earl, 
and get the Bedlam 8 

To lead him where he would: his roguish 
madness 

Allows itself to any thing. 

Third Serv.: Go thou: I’ll fetch some 
flax and whites of eggs 

To apply to his bleeding face. Now, 
heaven help him! iio 

\_Exeunt severally.] 

7 Avenge. 8 The madman, i.e., Edgar. 
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QUESTIONS ON ACT III 

1. The chief element in Scene i is Kent’s expository speech. Does tie 
news of a military power that may help Lear seem very important? Is any . 
tension derived from the expectation of a rescue? Or would that be a 
melodramatic effect? Have things gone too far by now to make externa 
help of such value? Why? 

2. Is the storm scene in Scene ii used merely because it is a frightening: 
spectacle (“good theatre”), or is the scene meaningful? Do we see any 
change in Lear’s mental state? Has the storm been prepared for? Is tht. 
storm merely a storm, or does it have a symbolic value ? Do Lear’s remarks 
spoken about and addressed to the storm show that he is achieving a fullet 
understanding of what has happened to him? 

3. The chief purpose of Scene iii is, of course, to show the step by which 
Gloucester’s downfall is brought about. Does the scene contribute also to 
our knowledge of Gloucester’s character? Which side of him is here in 
the ascendancy? Perhaps the subtlest part of the scene is the suggestion 
that more than one motive has a share in Gloucester’s decision. Which 
lines suggest that there may still be a trace of opportunism in Gloucester? 

4. Scene iv may seem, at a superficial glance, only grotesque or ter- 
rifying. We should note, however, its dramatic accomplishments. At the 
most obvious level we see some change in Lear’s physical situation because 
of Gloucester’s help; we also see a further development in Gloucester. Tom’s' 
apparent madness, for which Lear can imagine but one cause, keeps Lear 
thinking of his own torment and thus leads him further along the road to 
madness. But note a further change in him; what is the significance of the 
lines beginning “O, I have ta’en / Too little care of this”? What is accom- 
plished in terms of theme by bringing Edgar and Lear into juxtaposition.' 
What sort of comment is thus made upon the state of the world which has 
exiled them? The combination of a fool, a pretended madman, and a man 
who is obviously going mad (and even Gloucester adds, “The grief hath 
crazed my wits”) is not one from which one might expect much good 
sense. Yet are we not made to feel that in this group there is a high degree 
of understanding, and, perhaps, a sound grasp of values? If this is true, 
then we can see some powerfully ironic effects in the making. This irony 
is enhanced, too, if we consider the structural relation of this group of 
characters to other characters in che play. In Edmund, Goneril, Regan, 
and even Cornwall, we have suggested, Shakespeare is studying the way 
in which sharp minds may work; at one level, at least, their intelligence is 
unquestionable; but we have also seen that they may miss the main point 
very badly. At this stage in the play, what we apparently find is a contrast 
between shrewd, successful, worldly people and, on the other hand, those 
whom the world scorns and even drives mad. The student should observe 
how this contrast is developed. 

5. When Gloucester finds Lear in Scene iv, he comes “with a torch. 
Once earlier in the play (II. i) he had searched in the dark with a torch. 
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Compare his understanding of the two situations. May it be said that he is 
here coming into a state of enlightenment? 

6. In Scenes v and vii we see Cornwall giving way entirely to a vengeful 
hatred of Gloucester; he even admits that he will have only “the form of 
justice.” Does he here show the same wisdom which we have already seen 
him to be capable of? Taken purely at the practical level, is his action 
sensible? If we compare his emotional frenzy with Lear’s, which seems 
to take its possessor farther from a sense of values? Since we see Corn- 
wall so likely to give way to emotional impulse, what are we to conclude 
about the usefulness of his analytical faculty? Note that most of these 
questions which have been asked about Cornwall may also be asked about 
Regan. 

7. Trace the development of Gloucester’s character in Scenes vi and vii. 
When does he reach his greatest heights as a man of courage and insight? 
Note that this achievement coincides with his being brutally tortured. 
Does the fact that he is tortured by being blinded have any special ironic 
significance? Could his tragic flaw be described as a lack of insight? What 
shocking enlightenment comes to him right after he has been blinded? 

8. In one sense Lear’s “trial” of his daughters in Scene vi is merely a 
mad scene, with Lear’s central frenzy amplified in effect by the lines of 
Edgar and the Fool. But is the trial, itself so much nonsense, simply a way 
of showing that Lear has gone to pieces, or may we say that there is an 
essential rightness in Lear’s attitude? To discover the real effectiveness of 
the scene, however, we must consider it in its structural relations. We 
should recall that in I. i Lear also held a trial of his daughters: what is the 
ironic contrast between that and this? Which is the more just? Is the mad 
Lear more “sensible” than the sane one? Even more marked in the rela- 
tionship between Lear’s arraignment of his daughters in Scene vi and 
Cornwall’s arraignment of Gloucester in Scene vii; the two come so close 
together that we can hardly fail to take them, in part, as comments on each 
other. What do we learn from the comparison? Which is the more just? 

' The more sane? What bearing would this have on the general theme of the 
play as suggested in Question 4? 

9. What is the significance of the revolt of the servant against Cornwall 
in Scene vii? 

Stands still in esperance, lives not in 
ACT IV fear: 

The lamentable change is from the 

Scene I — The heath best; 5 

The worst returns to laughter. W elcome, 
L Enter Edgar.} t h eil) 

Edg.: Yet better thus, and known to Thou unsubstantial air that I embrace! 
be contemn’d The wretch that thou hast blown unto 

Than still contemn’d and flatter’d. To the worst 

be worst, Owes nothing to thy blasts. But who 

The lowest and most dejected thing of comes here? 

fortune, [Enter Gloucester, led by an Old Man.} 
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My father, poorly led? World, world, O 
world! 10 

But that thy strange mutations make 
us hate thee. 

Life would not yield to age. 1 

Old Man: O, my good lord, I have 
been your tenant, and your father’s 
tenant, these fourscore years. 15 

Clou.: Away, get thee away; good 
friend, be gone: 

Thy comforts can do me no good at all; 
Thee they may hurt. 

Old Man: You cannot see your way. 

Clou.: I have no way, and therefore 
want no eyes; 20 

I stumbled when I saw: full oft ’t is 
seen, 

Our means secure us, and our mere 
defects 

Prove our commodities. 2 O dear son 
Edgar, 

TW food of \Viy -atfusti fatWt’s wratM 
Might I but live to see thee in my 
touch, 23 

I ’Id say I had eyes again! 

Old Man: How now! Who ’s there? 

Edg.: {Aside!} O gods! Who is ’t can 
say “I am at the worst”? 

I am worse than e’er I was. 

Old Man: ’T is poor mad Tom. 

Edg.: {Aside!} And worse I may be 
yet: the worst is not 
So long as we can say “This is the 
worst.” 30 

Old Man: Fellow, where goest? 

Glou.: Is it a beggar-man? 

Old Man: Madman and beggar too. 

Clou.: He has some reason, else he 
could not beg. 

I’ the last night’s storm I such a 
fellow saw; 

Which made me think a man a worm: 

my son 35 

Came then into my mind; and yet my 
mind 

Was then scarce friends with him: I have 
heard more since. 

l If its vicissitudes did not make us hate 
life, we would he unwilling to grow old. 2 Our 
resources make us overconfident, and our 
"hortcotmngs turn but to be advantages. 


As flies to wanton boys, are we to die 
gods; 

They kill us for their sport. 

Edg.: {Aside-} How should this be! 
Bad is the trade that must play fool to 
sorrow, p 

Angering itself and others. — Bless thee, 
master! 

Glou.: Is that the naked fellow? 

Old Man. Ay, my lord. 

Glou.: Get thee away: if, for my 
sake. 

Thou wilt o’ertake us, hence a mile or 
twain, 

I’ the way toward Dover, do it for . 

ancient lose; 43 

And bring some covering for this naked 
soul, 

Which I ’ll entreat to lead me. 

Old Man: Alack, sir, he is mad. 

Glou.: ’T is the times’ plague, when 
TsvaAmen bead tbit Wat, A. 

Do as I bid thee, or rather do thy 
pleasure; 

Above the rest, be gone. jo > 

Old Man: I ’ll bring him the Best 

’parel that I ha\e, 

Come on ’t what will. {Exit.} 

Glou.: Sirrah, naked fellow, — 

Edg.: Poor Tom ’s a-cold. {Aside.} I 
cannot daub 3 it further. 

Glou.: Come hither, fellow. 5; 

Edg.: {/hide!} And yet I must. — Bless 
thy sweet eyes, they bleed. 

Glou.: Know"’ st thou the way to 
Dover? 

Edg.: Both stile and gate, horse-way 
and foot-path. Poor Tom hath been 
scared out of his good wits: bless thee, 
good man’s sop, from the foul fiend! 
five fiends have been in poor Tom at 
once; of lust, as Obidicut: Hobbidi- 
dance, prince of dumbness; Mahu, of 
stealing; Modo, of murder; Flibberti- 
gibbet, of mopping and mowing, who 
since possesses chambermaids and wait- 
ing-women. So, bless thee, master! 

Glou.: Here, take this purse, thou 
whom the heavens’ plagues fif 

3 Dissemble. 
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Have humbled to all strokes that I am 
wretched 

Makes thee the happier: heavens, deal 
so still 1 

Let the superfluous 4 and lust-dieted 
man, 

That slaves 0 your ordinance, that will 
not see 

Because he does not feel, feel your 
power quickly. 

So distribution should undo excess, 75 
And each man hav e enough Dost thou 
know Dover? 

Edg Ay, master 

Clou There is a cliff, whose high 
and bending head 

Looks fearfully in the confined deep: 
Bring me but to the very brim of it, 80 
And I ’ll repair the misery thou dost 
bear 

With something rich about me. from 
that place 

I shall no leading need 

Edg Give me thy arm 

Poor Tom shall lead thee [Exeunt ] 

Scene II — Before the Duke of Albany’s 
palace 

[Enter Gonenl and Edmund ] 

Gon Welcome, mv lord I marvel our 
mild husband 

Not met us on the way [Enter Os a. aid 3 
Now, where ’s your master? 

Osj] Madam, within, but never man 
so changed 

I told him of the army that was landed, 
He smiled at it I told him you were 
coming, S 

His answer was “The worse”: of 
Gloucester’s treachery, 

And of the loyal service of his son, 
When I inform’d him, then he call’d me 
sot, 

11 And told me I had turn’d the wrong side 
out 

What most he should dislike seems 
pleasant to him, 10 

Wh it like, offensive 

4 Having; an over-abundance of things 
* Contemns 
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Gon [To Edm 3 Then shall you go no 
further 

It is the cowish terror of his spirit, 
lhat dares not undertake, he’ll not 
feel wrongs 

Which tie him to an answer Our wishes 
on the way 

May prove effects. Back, Edmund, to 
my brother, 15 

Hasten his musters and conduct his 
powers 

I must change arms at home, and give 
the distaff 

Into my husband’s hands This trusty 
servant 

Shall pass between us. ere long jou are 
like to hear, 

If you dare venture in your own behalf, 
A mistress’s command Wear this, spare 
speech, [Giving a Jajo tr 3 

Decline your head this kiss, if it durst 
speak, 22 

Would stretch thy spirits up into the air 
Conceive, and fare thee well 

Edm Yours in the ranks of death 
Gon My most dear Gloucester' 

[Exit Edmund'] 
O, the difference of man and man' 26 
To thee a woman’s services are due: 
My fool usurps my body 

Osju Madam, here comes my lord 
[Exit Enter A lb at v 3 
Gon I have been worth the whistle 1 
Alb.' O Gonenl' 

You are not worth the dust which the 
rude wind , 0 

Blows in jour face I fear jour disposi 
tion 

That nature, which contemns it origin, 
Cannot be border’d 3 certain m itself. 
She that herself will sliver and dis- 
branch 3 

From her material sap, perforce must 
wither 35 

And come to deadly use. 

Gon No more, the text is foolish 
Alb Wisdom and goodness to the vile 
seem vile 

1 1 was once worth your regard 3 Con- 
tained, 1 e , kept within certain limits 
* Break off and separate 
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Filths savour but themselves. What 
have you done? 

Tigers, not daughters, what have you 
perform’d ? 40 

A father, and a gracious aged man. 
Whose reverence even the head-lugg’d 4 
bear would lick. 

Most barbarous, most degenerate! have 
you madded. 

Could my good brother suffer you to 
do it? 

A man, a prince, by him so benefited ! 

If that the heavens do not their visible 
spirits 46 

Send quickly down to tame these vile 
offences. 

It will come, 

Humanity must perforce prey on itself, 
Like monsters of the deep. 

Gon.: Milk-liver’d man! 

That bear’st a cheek for blows, a head 
for wrongs: 51 

W'ho hast not in thy brows an eye dis- 
cerning 

Thine honour from thy suffering; that 
not know’st 

Fools do those villains pity who are 
punish’d 

Ere they have done their mischief. 

Where ’s thy drum? 55 

France spread his banners in our noise- 

less land, 

With plumed helm thy state begins to 
threat; 

Whiles thou, a moral fool, sit’st still, 
and criest 

“Alack, why does he so?” 

Alb.: See thyself, devil! 

Proper deformity seems not in the fiend 
So horrid as in woman. 

Con.: O vain fool! 61 

Alb.: Thou changed and self-cover’d 
thing, for shame, 

Be-monster not thy feature. Were ’t my 
fitness 

To let these hands obey my blood. 

They are apt enough to dislocate and tear 
Thy flesh and bones: howe’er thou art a 
fiend, 66 

A woman’s shape^doth shield thee. 

4 Dragged by the head. 


Gon.: Marry, your manhood! mew! 

[_Enter a Messenger.~\ 

Alb.: What news? 

Mess.: 0, my good lord, the Duke of 
Cornwall’s dead; ^ 

Slain by his servant, going to p ut 
out 

The other eye of Gloucester. 

Alb.: Gloucester’s eyes! 

Mess.: A servant that he bred, 
thrill’d with remorse, 

Opposed against the act, bending his 
sword 

To his great master; who, thereat en- 
raged, 75 

Flew on him, and amongst them fell’d 
him dead; 

But not without that harmful stroke, 
which since 

Hath pluck’d him after. 

Alb.: This shows you are above, 

You justicers, that these our nether 
crimes 

So speedily can venge! But, 0 poor 
Gloucester! 80 

Lost he his other eye? 

Mess.: Both, both, my lord. 

This letter, madam, craves a speedy 
answer; 

’T is from your sister. 

Gon.: [Aside."} One way I like this 
well; 

But being widow, and my Gloucester 
with her, 85 

May all the building in my fancy 
pluck 3 

Upon my hateful life; another way, 
The news is not so tart.” — I ’ll read, and 
answer. [Exii'\ 

Alb.: Where was his son when they 
did take his eyes? 

Mess.: Come with my lady hither. 

Alb.: He is not here. 

Mess.: No, my good lord; I met him 
back again. 91 

Alb.: Knows he the wickedness? 

Mess.: Ay, my good lord; ’t was he 
inform’d against him; 

6 Wreck my air castles. 6 Sour, disagree 
able. “Another way” is, of course, the same 
as “one way” of the first line of her speech. 
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And quit the house on purpose, that 
their punishment 
Might have the freer course. 

Alb.: Gloucester, I live 

To thank thee for the love thou show’dst 
the king, 

And to revenge thine eyes. Come hither, 
friend: 

Tell me what more thou know’st. 98 

[Exeunt.] 

Scene III — The French camp near Dover 
[Enter Kent and a Gentleman.'] 

Kent: Why the King of France is so 
suddenly gone back know you the 
reason? 

Gent.: Something he left imperfect in 
the state, which since his coming forth 
is thought of; which imports to the 
kingdom so much fear and danger, that 
his personal return was most required 
and necessary. 9 

Kent: Who hath he left behind him 
general? 

Cent.: The Marshall of France, Mon- 
sieur La Far. 

Kent: Did your letters pierce the 
queen to any demonstration of grief? 

Gent.: Ay, sir; she took them, read 
them in my presence; 16 

And now and then an ample tear trill’d 
down 

Her delicate cheek: it seem’d she was a 
queen 

Over her passion, who, most rebel-like, 
Sought to be king o’er her. 

Kent: O, then it moved her. 

Gent.: Not to a rage: patience and 
sorrow strove 21 

Who should express her goodliest. You 
have seen 

Sunshine and rain at once: her smiles 
and tears 

Were like, a better way: those happy 
smilets, 

That play’d on her ripe lip, seem’d not 
to know 25 

What guests were in her eyes; which 
parted thence, 


As pearls from diamonds dropp’d. In 
brief, 

Sorrow would be a rarity most beloved. 
If all could so become it. 

Kent: Made she no verbal question? 

Gent.: ’Faith, once or twice she 
heaved the name of “father” 30 
Pantingly forth, as if it press’d her 
heart; 

Cried “Sisters! sisters! Shame of ladies! 
sisters! 

Kent! father! sisters! What, i’ the storm? 
i’ the night? 

Let pity not be believed!” There she 
shook 

The holy water from her heavenly eyes. 
And clamour moisten’d; then away she 
started 36 

To deal with grief alone. 

Kent: It is the stars. 

The stars above us, govern our condi- 
tions; 

Else one self mate and mate 1 could not 
beget 

Such different issues. You spoke not 
with her since? 40 

Gent.: No. 

Kent: Was this before the king re- 
turn’d? 

Gent.: No, since. 

Kent: Well, sir, the poor distress’d 
Lear ’s i’ the town; 

Who sometime, in his better tune, re- 
members 

What we are come about, and by no 
means 45 

Will yield to see his daughter. 

Gent.: Why, good sir? 

Kent: A sovereign shame so elbows 
him: his own unkindness, 

That stripp’d her from his benediction, 
turn’d her 

To foreign casualties, 2 gave her dear 
rights 

To his dog-hearted daughters, these 
things sting 50 

His mind so venomously, that burning 
shame 

Detains him from Cordelia. 

“The same husband and wife. “Risk* 
abroad. 
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Gent.: Alack, poor gentleman! 

Kent: Of Albany’s and Cornwall’s 
powers you heard not? S3 

Gent.: ’T is so, they are afoot. 

Kent: Well, sir, I ’ll bring you to our 
master Lear, 

And leave you to attend him: some dear 
cause 

Will in concealment wrap me up awhile; 
When I am known aright, you shall not 
grieve 

Lending me this acquaintance. I pray 
you, go 59 

Along with me. [Exeunt!^ 

Scene IV — The same. A tent 

1 Enter, with drum and colours, Cor- 
delia, Doctor, and Soldiers .] 

Cor.: Alack, ’t is he: why, he was met 
even now 

As mad as the vex’d sea; singing aloud; 
Crown’d with rank fumiter and furrow- 
weeds. 

With hor-docks, hemlock, nettles, 
cuckoo-flowers. 

Darnel, and all the idle weeds that grow 
In our sustaining corn. A century 1 send 
forth; 6 

Search every acre in the high-grown 
field, 

And bring him to our eye. [Exit an 
Officer.~\ What can man’s wisdom 
In the restoring his bereaved sense ? 

He that helps him take all my outward 
worth. io 

Doct.: There is means, madam: 

Our foster-nurse of nature is repose, 
The which he lacks; that to provoke in 
him, 

Are many simples operative, whose 
power 

Will close the eye of anguish. 

Cor.: All blest secrets. 

All you unpublish’d virtues of the earth, 
Spring with my tears! be aidant and 
remediate 17 

In the good man’s distress! Seek, seek 
for him; 

1 Sentry. 


Lest his ungovern’d rage dissolve the 
life 

That wants the means to lead it. 

[Enter a Messenger .] 

Mess.: News, madam, 

The British powers are marching hither- 
ward. 21 

Cor.: ’T is known before; our prepara- 
tion stands 

In expectation of them. O dear father 

It is thy business that I go about; 

Therefore great France 25 

My mourning and important* tears 

hath pitied. 

No blown ambition doth our arms in- 
cite, 

But love, dear love, and our aged 
father’s right: 

Soon may I hear and see him! 29 

[Exeunt] 

Scene V — Gloucester's castle 
[Enter Regan and Oswald .] 

Reg.: But are my brother’s powers set 
forth ? 

Osw.: Ay, madam. 

Reg.: Himself in person there? 

Osw.: Madam, with much ado: 

Your sister is the better soldier. 

Reg.: Lord Edmund spake not with 
your lord at home? 

Osw.: No, madam. 5 

Reg.: What might import my sister’s 
letter to him? 

Osw.: I know not, lady. 

Reg.: ’Faith, he is posted hence on 
serious matter 

It was great ignorance, Gloucester’s 
eyes being out. 

To let him live: where he arrives he 
moves 

All hearts against us: Edmund, I think, 
is gone, 

In pity of his misery, to dispatch 

His nighted life; moreover, to descry 

The strength o’ the enemy. 

Osw.: I must needs after him, madam, 
with my letter. '5 

2 Importunate. 
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Reg.: Our troops set forth to-morrow: 
stay with us; 

1 he ways are dangerous. 

Os:v.: I may not, madam: 

My lady charged my duty in this busi- 
ness. 

Reg.: Why should she write to Ed- 
mund ? Might not you 

Transport her purposes by word? Be- 
like, 20 

Something — I know not what: I ’ll love 
thee much, 

Let me unseal the letter. 

Osw.: Madam, I had rather — 

Reg.: I know your lady does not love 
her husband; 

I am sure of that: and at her late being 
here 

She gave strange ceilliads 1 and most 
speaking looks 25 

To noble Edmund. I know you are of 
her bosom. 2 

Osw.: I, madam? 

Reg.: I speak in understanding; you 
are, I know ’t: 

Therefore I do advise you, take this 
note: 3 

My lord is dead; Edmund and I have 
talk’d; 30 

And more convenient is he for my 
hand 

Than for your lady’s: you may gather 
more. 

If you do find him, pray you, give him 
this; 

And when your mistress hears thus 
much from you, 

I pray, desire her call her wisdom to 
her. 35 

So, fare you well. 

If you do chance to hear of that blind 
traitor. 

Preferment falls on him that cuts him 

off. 

' Osw.: Would I could meet him, 
madam! I should show 

What party I do follow. 

Reg.: Fare thee well. [Exeuntl} 

1 Amorous glances. 2 In her confidence. 

Take note of this. 


Scene VI — Fields near Dover 

\Enter Gloucester, and Edgar dressed 
like a peasant .] 

Glou.: When shall we come to the top 
of that same hill? 

Edg.: You do climb up it now: look, 
how we labour. 

Glou.: Methinks the ground is even. 

Edg.: Horrible steep. 

Hark, do you hear the sea? 

Glou.: No, truly. 

Edg.: Why, then, your other senses 
grow imperfect 5 

By your eyes’ anguish. 

Glou.: So may it be, indeed: 

Methinks thy voice is alter’d; and thou 
speak’ st 

In better phrase and matter than thou 
didst. 

Edg.: You ’re much deceived: in noth- 
ing am I changed 
But in my garments. 

Glou.: Methinks you ’re better spoken. 

Edg.: Come on, sir; here ’s the place: 
stand still. How fearful n 

And dizzy ’t is, to cast one’s eyes so 
low! 

The crows and choughs that wing the 
midway air 

Show scarce so gross as beetles: half way 
down 

Hangs one that gathers sampire, 1 
dreadful trade! 15 

Methinks he seems no bigger than his 
head: 

The fishermen, that walk upon the 
beach, 

Appear like mice; and yond tall anchor- 
ing bark. 

Diminish’d to her cock; her cock, 2 a 
buoy 

Almost too small for sight: the murmur- 
ing surge, 20 

That on the unnumber’d idle pebbles 
chafes, 

Cannot be heard so high. I ’ll look no 
more, 

1 Herb growing on sea cliffs. 1 Cock-boat, 
small boat. 
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Lest my brain turn, and the deficient 
sight 

Topple down headlong. 

Clou.: Set me where you stand. 

Ed".: Give me your hand: you are 
now within a foot 25 

Of the extreme verge: for all beneath 
the moon 

Would I not leap upright. 

Glou.: Let go my hand. 

Here, friend, ’s another purse; in it a 
jewel 

Well worth a poor man’s taking: fairies 
and gods 

Prosper it with thee! Go thou farther off: 
Bid me farewell, and let me hear thee 
going. 31 

Edg.: Now fare you well, good sir. 

Clou.: With all my heart. 

Edg.: Why I do trifle thus with his 
despair 

Is done to cure it. 

Clou.: [ Kneeling .] O you mighty gods! 
This world I do renounce, and, in your 
sights, 35 

Shake patiently my great affliction off: 
If I could bear it longer, and not fall 
To quarrel with your great opposeless 
wills, 

My snuff 3 and loathed part of nature 
should 

Burn itself out. If Edgar live, O, bless him ! 
Now, fellow, fare thee well. 

[He falls fonoa rdf] 

Edg.: Gone, sir: farewell. 

And yet I know not how conceit 4 may rob 
The treasury of life, when life itself 43 
Yields to the theft: had he been where 
he thought, 

By this had thought been past. Alive or 
dead? 

IIo, you sir! friend! Hear you, sir! speak! 
Thus might he pass indeed: yet he 
revives. 

What are you, sir? 

Clou.: Away, and let me die. 

Edg.: Hadst thou been aught but 
gossamer, feathers, air, 

So many fathom down precipitating, 50 

’Smouldering wick of a candle; worthless 
remainder. 4 Imagination, illusion. 


Thou ’dst shiver’d like an egg: but thou 
dost breathe; 

Hast heavy substance; bleed’st not; 
speak’st; art sound. 

Ten masts at each 5 make not the 
altitude 

Which thou hast perpendicularly fell: 

Thy life ’s a miracle. Speak yet again. 

Gloit.: But have I fall’n, or no? 56 

Edg.: From the dread summit of this 
chalky bourn. 6 

Look up a-height; the shrill-gorged 
lark so far 

Cannot be seen or heard: do but look 
up. 

Glou.: Alack, I have no eyes. 60 

Is wretchedness deprived that benefit, 

To end itself by death? ’T was yet some 
comfort, 

When misery could beguile the tyrant’s 
rage, 

And frustrate his proud will. 

Edg.: Give me your arm: 

Up: so. How is ’t? Feel you your legs? 
You stand. 65 

Glou.: Too well, too well. 

Edg.: This is above all strangeness. 

Upon the crown o’ the cliff, what thing 
was that 

Which parted from you? 

Glou.: A poor unfortunate beggar. 

Edg.: As I stood here below, me- 
thought his eyes 

Were two full moons; he had a thousand 
noses, 7 ° 

Horns whelk’d 7 and waved like the en- 
raged sea: 

It was some fiend; therefore, thou 
happy father. 

Think that the clearest gods, who make 
them honours 

Of men’s impossibilities, have preserved 
thee. 

Glou.: I do remember now; henceforth 
I ’ll bear 75 

Affliction till it do cry out itself 

“ Enough, enough,” and die. That thing 
you speak of, 

I took it for a man; often ’t would say 

6 End to end. 6 Boundary (of the sea). 

’Rough, rugged. 
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“The fiend, the fiend” he led me to 
tint place 

Edg Bear free and patient thoughts. 

But who comes here? 80 

[Elite i Leat, fantastically dressed with 
wild jlo uers ] 

The safer sense 8 will ne’er accommodate 
His master thus. 

Lear No, they cannot touch me for 
coining, I am the king himself 

Edg O thou side-piercing sight 1 85 
Liar Nature’s above art in that 
respect There ’s your press-money 
Th it fellow h mdles his bow like a crow - 
keeper draw me 1 clothier’s y lrd Look, 
look, a mouse 1 Peace, peace, this piece 
of toasted cheese will do ’t There ’s my 
giuntlet, I ’ll prove it on a giant Bring 
up the brown bills O, well flown, bird! 1’ 
the clout, 1’ the clout, hewghl Give the 
word 95 

Edg Sweet marjoram 
Liar Pass 

Clou I know that voice 
Ieai Ila 1 Goneril, with a white 
be ird> They flattered me like a dog, and 
told me I had \\ lute hairs in my be ird ere 
the Dlack ones were there lo say “av” 
and “no” to every ihmg that I said I— 
“ \y” and “no” too was no good 
dii mity When the rain came to wet me 
once, and the wind to make me chatter, 
when the thunder would not peace at 
my bidding, there I found ’em, there I 
smelt ’em out Go to, they are not men 
o’ their words they told me I was 
e\erv thing, ’t is a lie, I am not ague- 
proof IIZ 

Glon The trick of that voice I do well 
remember 
Is 't not the king? 

Lear Ay, every inch a king: 

When I do stare, see how the subject 
quakes 115 

I pardon that man’s life. What was thy 
cause? 9 
Adultery? 

Ihou shalt not die die for adultery 1 
No 

“Sounder sense, sanity. 9 What were you 
chaigcd with? 
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The wren goes to ’t, and the small 
gilded fly 

Does lecher m my sight 120 

Let copulation thrive, for Gloucester’s 
bastard son 

Was kinder to his father than my daugh- 
ters 

Got ’tween the lawful sheets 
To ’t, luxury, pell-mell I for I lack 
soldiers 

Behold yond simpering dime, 125 

Whose face between her forks presages 
snow, 10 

1 hat minces 11 virtue, and does shake 
the head 

To hear of pleasure’s name, 

1 he fitchew, 1 - nor the soiled horse, goes 
to ’t 

With a more riotous appetite 130 

Down from the waist they are Centaurs, 
Though women all above 
But to the girdle do the gods inherit, 
Beneith is all the fiends’. 

There ’s hell, there ’s darkness, there is 
the sulphurous pit, 135 

Burning, scalding, stench, consumption, 
fie, he, he 1 pah 1 pah 1 Give me an ounce 
of civet, good apothecary, sweeten my 
imagination there ’s money for thee 

Clou O, let me kiss that Ir'nd 1 140 

Liar Let me wipe it first, it smells of 
mortality 

Clou O ruin’d piece of nature 1 This 
great world 

Shall so wear out to nought Dost thou 
know me? 

Lear I remember thine eyes well 
enough Dost thou squmy 13 at me? No, 
do thy worst, blind Cupid, I ’ll not love. 
Read thou this challenge, mark but the 
penning of it 

Glon Were all thy letters suns, I 
could not see one. 

Edg I would not take this from re- 
port, it is, ijo 

And my heart breaks at it. 

Lear Read 

Glon What, with the case 14 of eyes? 

10 Face suggests virtue Forks perhaps 
hands, or hair-supports “Coyly affects 
“Polecat “Squint 14 Sockets 
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Lear: O, ho, are you there with me? 15 
No eyes in your head, nor no money in 
your purse? Your eyes are in a heavy 
case, your purse in a light: yet you see 
how this world goes. 158 

Glou.: I see it feelingly. 

Lear: What, art mad ? A man may see 
how this world goes with no eyes. Look 
with thine ears: see how yond justice 
rails upon yond simple thief. Hark in 
thine ear: change places; and, handy- 
dandy, which is the justice, which is the 
thief? Thou hast seen a farmer’s dog 
bark at a beggar? 167 

Glou.: Ay, sir. 

Lear: And the creature 16 run from the 
cur? There thou mightst behold the 
great image of authority: a dog’s 
obeyed in office. 

Thou, rascal beadle, hold thy bloody 
hand! 

Why dost thou lash that whore? Strip 
thine own back; 

Thou hotly lust’st to use her in that 
kind 175 

For which thou whipp’st her. The 
usurer hangs the cozener. 

Through tatter’d clothes great vices do 
appear; 

Robes and furr’d gowns hide all. Plate 11 
sins with gold, 

And the strong lance of justice hurtless 
breaks; 

Arm it in rags, a pigmy’s straw does 
pierce it. 180 

None does offend, none, I say, none; 
I ’ll able ’em; 

Take that of me, my friend, who have 
the power 

To seal the accuser’s lips. Get thee glass 
eyes; 

And, like a scurvy politician, seem 
To see the things thou dost not. Now, 
now, now, now: 185 

Pull off my boots: harder, harder: so. 

Edg.: O, matter and impertinency 
mix’d! 

Reason in madness! 

“Is that the point? “Human being. 
17 Plate is a modern emendation The Folio 
place might mean, “put into office.” 


Lear: If you wilt weep my fortunes, 
take my eyes. 

I know thee well enough; thy name is 
Gloucester: Igo 

Thou must be patient; we came crying 
hither: 

Thou know’ st, the first time that we 
smell the air, 

We wawl and cry. I will preach to thee: 
mark. 

Glou.: Alack, alack the day! 

Lear: When we are born, we cry that 
we are come ig- 

To this great stage of fools: this’ a good 
block; 18 

It were a delicate stratagem, to shoe 
A troop of horse with felt: I ’ll put 't in 
proof; 

And when I have stol’n upon these 
sons-in-law, 

Then, kill, kill, kill, kill, kill, kill! 20c 
[Enter a Gentleman, with Attendants .] 
Gent.: O, here he is; lay hand upon 
him. Sir, 

Your most dear daughter — 

Lear: No rescue? What, a prisoner? 1 
am even 

The natural fool of fortune. Use me well; 
You shall have ransom. Let me have 
surgeons; 205 

I am cut to the brains. 

Gent.: You shall have any thing. 

Lear: No seconds? all myself? 

Why, this would make a man a man of 
salt, 

To use his eyes for garden water-pots, 
Ay, and laying autumn’s dust. 

Gent.: Good sir,— 

Lear: I will die bravely, like a smug 
bridegroom. What! 211 

I will be jovial: come, come; I am a 
king, 

Masters, know you that. 

Gent.: You are a royal one, and we 
obey you. 

Lear: Then there ’s life in ’t. Come, 
and you get it; you shall get it by run- 
ning. Sa, sa, sa, sa. 2, 7 

[Exit running; Attendants followi] 
u Perhaps a hat block or a mounting 
block. 
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Cent A sight most pitiful in the 
meanest wretch, 

Past speaking of in a king' Thou hast a 
daughter. 

Who redeems nature from the general 
curse 220 

Which twain hav e brought her to 
Edg Hail, gentle sir 
Gent Sir, speed you what ’s your 
will ? 

Edg Do you hear aught, sir, of a 
battle toward ? 

Gent Most sure and vulgar 19 every 
one hears that, 

That can distinguish sound 

Edg But, by your fa\ our, 

How near ’s the other army? 226 

Gent Near and on speedy foot, the 
main descry 

Stands on the hourly thought 20 
Edg I thank you, sir, that ’s all 
Gent Though that the queen on 
special cause is here. 

Her army is moved on 

Edg I thank you, sir [Exit Gent ] 
Clou Tou ever-gentle gods, take my 
breath from me, 231 

Let not my worser spirit tempt me again 
To die before you please' 

Edg Well pray you, father 

6 lou Now, good sir, what are you? 
Edg A most poor man, made tame 

to fortune’s blows, 235 

Who, by the art of known and feeling 
sorrows, 

Am pregnant’ 1 to good pity Give me 
vour hand, 

T ’ll lead you to some biding 

Gl u Hearty thanks 

The bounty and the bemson of heaven 
To boot, and boot' " 2 240 

[Enter Oswald 3 

Osvj A proclaim’d prize' Most happy' 
That eyeless head of thine was first 
framed flesh 

To raise my fortunes Thou old un- 
happy traitor, 

1J Commonly known 20 Sight of the m nn 
arms is hourly expected !1 Disposed 22 In 
addition (to thanks) and (the bemson of 
icjvi 1) help (you) (Herford) 


Briefly thyself remember the sword is 
out 244 

That must destroy thee 

C lou Now let thy friendly hand 

Put strength enough to ’t 

[Edgar interposes ] 
Osui Wherefore, bold peasant, 

Darest thou support a publish’d traitor? 
Hence, 

Lest that the infection of his forrune 
take 

Like hold on thee Let go his arm 
Edg Chill 23 not let go, zir, without 
vurther ’casion 251 

Os 1 Let go, slave, or thou diest' 

Ldg Good gentleman, go your gait, 
and let poor volk pass An chud ha’ bin 
zwaggered out of my life, ’t would not 
ha’ bin zo long as ’t is by a vortmght 
Nay, come not near th’ old man, keep 
out, che vor ye, or lse try whether your 
costard or my ballow be the haider 
chill be plain with you ’ 1 260 

Os v Out, dunghill' 

Edg Chill pick your teeth, zir 
come, no matter v or your foins 25 
[They fight, and Edgar knocks him down ] 
Os 0 Slave, thou hast slain me 
villain, take my purse 264 

If ever thou wilt thrive bury my body. 
And give the letters which thou find’st 
about me 

To Edmund earl of Gloucester, seek 
him out 

Upon the British party O, untimely 
death' 

De ith ' [Dies ] 

Edg I know thee well a serviceable 
v lllam 270 

As duteous to the vices of thy mistress 
As badness would desire 

23 1 will Edgar uses the dialect generally 
given to rustics in Elizabethan drama 
24 Good gentleman, go your way, and let 
poor folk pass If I could have been swag- 
gered (intimidated) out of my life, it would 
not have been so long as it is by a fortnight 
Nav, come not near the old man, keep out 
I warn you, or 1 11 try whether your apple 
(» e , head) or my cudgel be the harder I’ll 
be plain with you 25 Thrusts 



638 SPECIAL STUDIES IN THE TRAGIC MODE 


Clou.: What, is he dead? 

Edg.: Sit you down, father; rest you. 
Let 's see these pockets: the letters that 
he speaks of 

May be my friends. He ’s dead; I am 
only sorry 275 

He had no other death’s-man. Let us see: 
Leave, gentle wax; and, manners, 
blame us not: 

To know our enemies’ minds we rip 
their hearts; 

Their papers, is more lawful. 279 

“ Let our reciprocal vows be 
remembered. You have many oppor- 
tunities to cut him off: if your will want 
not, time and place will be fruitfully 
offered. There is nothing done, if he 
return the conqueror: then am I the 
prisoner and his bed my gaol; from the 
loathed warmth whereof deliver me, 
and supply the place for your labour. 
“Your — wife, so I would say — 

“Affectionate servant, 26 
“Goneril.” 

0 undistinguish’d space of woman’s 

will! 27 292 

A plot upon her virtuous husband’s 
life; 

And the exchange my brother! Here, in 
the sands, 

Thee I ’ll rake up, the post unsanctified 
Of murderous lechers: and in the ma- 
ture time 296 

With this ungracious paper strike the 
sight 

Of the death-practised 28 duke: for him 
’t is well 

That of thy death and business I can tell. 

Clou.: The king is mad: how stiff 22 
is my vile sense, 300 

That I stand up, and have ingenious 30 
feeling 

Of my huge sorrows! Better I were dis- 
tract: 

So should my thoughts be sever’d from 
my griefs, 

And woes by wrong imaginations lose 

1 lie knowledge of themselves. 

26 Lover. 27 Indefinable extent of woman’s 
desire. 2,1 Whose death was intrigued for. 
29 Obstinate. 30 Conscious. 


Edg.: Give me your hand: 

[Drum ajar 0/] 
Far off, methinks, I hear the beaten 
drum: 3^ 

Come, father, I ’ll bestow you with a 
friend. [Exeunt] 

Scene VII — A tent in the French camp 

[Enter Cordelia, Kent, Doctor, and 
Gentleman .] 

Cor.: O thou good Kent, how shall I 
live and work, 

To match thy goodness? My life will be 
too short, 

And every measure fail me. 

Kent.: To be acknowledged, madam, 
is o’erpaid. 4 

All my reports go with the modest truth; 
Nor more nor clipp’d, but so. 

Cor.: Be better suited: 

These weeds are memories of those 
worser hours: 

I prithee, put them off. 

Kent: Pardon, dear madam; 

Yet to be known shortens my made 
intent: 1 

My boon I make it, that you know me 
not 10 

Till time and I think meet. 

Cor.: Then be ’t so, my good lord. 
[To the Doctor .] How does the 
king? 

Doct.: Madam, sleeps still. 

Cor.: O you kind gods. 

Cure this great breach in his abused 
nature! >5 

The untuned and jarring senses, 0 , 
wind up 

OF this child-changed fatherl 

Doct.: So please your majesty 

That we may wake the king: he hath 
slept long. 

Cor.: Be govern’d by your knowledge, 
and proceed 

I’ the sway of your own will. Is he 
array’d ? 20 

[Enter Lear in a chair carried by 
Servants .] 

1 Interferes with my plans. 
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Gent.: Ay, madam; in the heaviness of 
sleep 

We put fresh garments on him. 

Doct.: Be by, good madam, when we 
do awake him; 

I doubt not of his temperance. 2 

Cor.: Very well. 

Doct.: Please you, draw near. Louder 
the music there! 25 

Cor.: 0 my dear father! Restoration 
hang 

Thy medicine on my lips; and let this 
kiss 

Repair those violent harms that my 
two sisters 

Have in thy reverence made! 

Kent: Kind and dear princess! 

Cor.: Had you not been their father, 
these white flakes 30 

Did challenge pity of them. Was this 
a face 

To be opposed against the jarring 
uinds? 

To stand against the deep dread-bolted 
thunder? 

In the most terrible and nimble stroke 
Of quick, cross lightning? to watch — 
poor perdu! 3 — 33 

With this thin helm? Mine enemy’s dog, 
Though he had bit me, should have 
stood that night 

Against my fire; and wast thou fain, 
poor father, 

To ho\ el thee with swine, and rogues 
forlorn, 

In short and musty straw? Alack, 
alack! 4 ° 

'T is wonder that thy life and wits at 
once 

Had not concluded all. He wakes; speak 
to him. 

Doct.: Madam, do you; ’t is fittest. 

Cor.: How does my royal lord? How 
fares your majesty? 

Lear: You do me wrong to take me 
out o’ the grave: 45 

Thou art a soul in bliss; but I am bound 
Upon a wheel of fire, that mine own 
tears 

2 Sanity. 3 Lost one. 


Do scald like molten lead. 

Cor.: Sir, do you know me? 

Lear: You arc a spirit, I know: where, 
did you die? 

Cor.: Still, still, far wide! 4 30 

Doct.: He ’s scarce awake: let him 
alone awhile. 

Lear: Where have I been? Where am 
I? Fair daylight? 

I am mightily abused. I should e’en die 
with pity. 

To see another thus. I know not what 
to say. 

I will not swear these are my hands: 

let ’s see; 53 

I feel this pin prick. Would I were as- 
sured 

Of my condition! 

Cor.: O, look upon me, sir. 

And hold your hands in benediction o’er 
me: 

No, sir, you must not kneel. 

Lear: Pray, do not mock me: 

I am a very foolish fond old min, 60 
Fourscore and upward, not an hour 
more nor less; 

And, to deal plainly, 

I fear I am not in my perfect mind. 
Meihiuks I should know you. and know 
this man; 

Yet I am doubtful: for I am mainly 
ignorant 65 

What place this is; and all the skill I 
have 

Remembers not these garments; nor I 
know not 

Where I did lodge last night. Do not 
laugh at me; 

For, as I am a man, I think this lady 
To be my child Cordelia. 

Cor.: And so I am, I am. 

Lear: Be your tears wet? yes, ’faith. 
I pray, weep not: 71 

If you have poison for me, I will drink it. 
I know you do not love me; for your 
sisters 

Have, as I do remember, done me wrong: 
You have some cause, they have not. 

Cor.: No cause, no cause 

4 Wandering in his .nind. 
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Lear: Am I in France? 

Kent: In your own kingdom, sir. 

Lear: Do not abuse me. 77 

Doct.: Be comforted, good madam: 
the great rage, 5 

You see, is kill’d in him: and yet it is 
danger 

To make him even o’er G the time he has 
lost. 

Desire him to go in: trouble him no more 

Till further settling. 

Cor.: Will ’t please your highness 

walk? 82 

Lear: You must bear with me: 

Pray you now, forget and forgive: I am 
old and foolish. 

£ Exeunt all but Kent and Gentleman .] 
6 Madness. 6 Inform him about. 


Gent.: Holds it true, sir, that the Duke 
of Cornwall was so slain ? 85 

Kent: Most certain, sir. 

Gent.: Who is conductor of his 
people? 

Kent: As ’t is said, the bastard son of 
Gloucester. ^ 

Gent.: They say Edgar, his banished 
son, is with the Earl of Kent in^Ger- 
many. 

Kent: Report is changeable. ’T is time, 
to look about; the powers of the king- 
dom approach apace. 9^ 

Gent.: The arbitrement is like to be 
bloody. Fare you well, sir. [Exiti] 
Kent: My point and period will be' 
thoroughly wrought, 

Or well or ill, as this day’s battle’s 
fought. \Exiti\ 


QUESTIONS ON ACT IV 

1. What is the irony of the relationship established between Edgar an(f 
Gloucester in Scene i ? 

2. We have suggested that there is a special significance in Gloucester’s 
being blinded rather than maltreated in some other way. In this connec- 
tion consider the significance of his speech in Scene i beginning “I have 
no way . . .” 

3. Aside from a new insight into a specific situation which he had mis- 
judged, what enlightenment of a general sort comes to Gloucester? Note 
his speech beginning, “Here, take this purse,” and compare it with Lear’s 
lines beginning “Poor naked wretches” in III. iv. 

4. Note that in Scene ii a double contrast is worked out — that between, 1 

Albany and Goneril, and that between Albany and Edmund. With the 
development of the character of Albany, what new note comes into the 
play ? Note how Goneril’s reception of the news of Cornwall’s death is con- 
sistent with what we have already seen of her. But in what way is her'i 
passion for Edmund a new development? Is she still the same shrewd cal- . 
culator of advantage? Are there any signs here of danger for her? What is ; 
the relationship of the materials in Scene v to those in Scene ii? ’? 

5. Can you suggest any reason why Shakespeare reports (Scene iii) ■ 
Cordelia’s attitude to Lear as well as presents it directly (Scene iv)? Con- 1 
sider these matters: (1) it is a long time since we have seen Cordelia; 
(2) she has good reason to be unfriendly to Lear. What contrast is im-j 
mediately suggested by Cordelia’s attitude? 

6. What is the relationship between the roles of Edgar and Cordelia n(? 
this act? A version of King Lear which had a long popularity made Edgar,, 
and Cordelia happy lovers. Would this addition really improve the play-' 1 
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7. In Scene iv compare Cordelia’s lines on the war with those on her 
father. Which is she the more interested in? How does this fact amplify the 
contrast between her and her sisters? 

8. Lear’s climactic mad scene (Scene vi) comes after we have already 
seen Cordelia and a doctor ready to take care of him. Does this arrange- 
ment make these occurrences an ironic commentary upon what happened 
in the first scene of the play? How? 

9. The student should compare the first part of Scene vi (Gloucester 
and Edgar) with I. ii and II. i, in which the main characters are Gloucester 
and Edmund, for the full effectiveness of IV. vi depends upon the parallel- 
ism with the earlier scenes. At the most obvious level Edgar is saving his 
father from despair. But note that Edgar may be said to be “working on” 
his father just as Edmund did, and doing it by much the same means — 
leading him to make inferences from what he believes to be the facts. Thus 
we have one of the skillful structural echoes in which the play abounds. 
Show how each of these scenes sheds light on the other. Notice, also, one 
of the statements attributed by Edmund to Edgar in I. ii, “fathers declin- 
ing, the father should be as a ward to the son . . .” The events of Act IV 
make what sort of ironic commentary upon the accusation ? 

jo. The second part of Scene vi is Lear’s climactic mad scene; it is one of 
the best known in the play. Are Lear* s speeches simply nonsensical ? Why 
does Edgar say “Reason in madness”? See how much meaning you can 
trace in his speeches, how much accurate commentary upon the world of 
the play. What have we seen that would give meaning to his lines on 
justice? To his line, “A man may see how the world goes with no eyes”? 
Analyze his metaphor for his daughters: “. . . they are Centaurs.” 

11. Does the letter which Edgar finds on Oswald come as a surprise. 
Why? 

12. What change of tone occurs in Scene vii? Why can the reader not 
feel at this point that all is coming out well for Lear? 


ACT V 

Scene I — The British camp near Dover 

[Enter, with drum and colours, Ed- 
mund, Regan, Gentlemen, and Soldiers."] 

Edm.: Know of the duke if his last 
purpose hold, 

Or whether since he is advised by aught 
To change the course: he’s full of 
alteration 

And self-reproving: bring his constant 
pleasure. 1 

[To a Gentleman, who goes out.] 

1 Final decision. 


Reg.: Our sister’s man is certainly 
miscarried. 5 

Edm.: ’T is to be doubted, 2 madam. 

Reg.: Now, sweet lord, 

You know the goodness I intend upon 
you: 

Tell me — but truly — but then speak 
the truth, 

Do you not love my sister? 

Edm. In honour’d love. 

Reg.: But have you never found my 
brother’s way 10 

To the forfended place? 

Edm.: That thought abuses you. 

2 Feared. 
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Reg.: I am doubtful that you have 
been conjunct 

And bosom’d with her, as far as we 
call hers. 

Edm.: No, by mine honour, madam. 

Rig.: I never shall endure her: dear 
my lord, 15 

Be not familiar with her. 

Edm.: Fear not: 

She and the duke her husband! 

{Enter, with drum and colours, Albany, 
Goneril, and Soldiers."} 

Go it.: { Aside .] I had rather lose the 
battle than that sister 
Should loosen him and me. 

Alb.: Our very loving sister, well 
be-met. 20 

Sir, this I heard; the king is come to his 
daughter, 

With others whom the rigour of our 
state 

Forced to cry out. Where I could not be 
honest, 

I never yet was valiant: for this business, 
It toucheth us, 3 as France invades our 
land, 25 

Not bolds 4 the king, with others, whom, 
I fear, 

Most just and heavy causes make op- 
pose. 

Edm.: Sir, you speak nobly. 

Reg.: Why is this reason’d? 

Gon.: Combine together ’gainst the 
enemy; 29 

For these domestic and particular broils 
Are not the question here. 

Alb.: Let ’s then determine 

With the ancient of war 3 on our pro- 
ceeding. 

Edm.: I shall attend you presently at 
your tent. 

Reg.: Sister, you ’ll go with us? 

Gon.: No. 35 

Reg.: ’T is most convenient; pray go 
with us. 

Gon.: {Aside.} O, ho, I know the rid- 
dle. — -I will go. 

{As they are going out, enter Edgar 
disguised.} 

3 It concerns me. 4 Not as it encourages. 
s Experienced soldiers.' 


Edg .: If e’er your grace had speech 
with man so poor. 

Hear me one word. 

Alb.: I ’ll overtake you, Speak. 

\_Exeunt all but Albany and Edgar} 

Edg.: Before you fight the battle, ope 
this letter. 40 

If you have victory, let the trumpet 
sound 

For him that brought it: wretched 
though I seem, 

I can produce a champion that mil 
prove 

What is avouched there. If you mis- 
carry. 

Your business of the world hath so an 
end, 45 

And machination ceases. Fortune love 
you! 

Alb.: Stay till I have read the letter. 

Edg.: I was forbid it. 

When time shall serve, let but the herald 
cry, 

And I ’ll appear again. 

Alb.: Why, fare thee well: I will 
o’erlook thy paper. {Exit Edgar.} 
[" Re-enter Edmund.} 

Edm.: The enemy ’s in view; draw up 
your powers. 51 

Here is the guess of their true strength 
and forces 

By diligent discovery; but your haste 
Is now urged on you. 

Alb.: We will greet the time. 6 {Exit.} 

Edm.: To both these sisters have I 
sworn my love; 55 

Each jealous of the other, as the stung 
Are of the adder. Which of them shall I 
take? 

Both? one? or neither? Neither can be 
enjoy’d, 

If both remain alive: to take the widow 
Exasperates, makes mad her sister 
Goneril; _ 6° 

And hardly shall I carry out my side, 
Her husband being alive. Now then 
we ’ll use 

His countenance 7 for the battle; which 
being done, 

8 Face what happens. 7 Authority. 
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Let her who would be rid of him devise 
His speedy taking off. As for the mercy 
Which he intends to Lear and to Cor- 
delia, 66 

The battle done, and they within our 
power, 

Shall never see his pardon; for my state 
Stands on me to defend, not to debate. 

[Exit.} 

Scene II — A field between the two camps 

[ Alarum within. Enter, with drum and 
colours, Lear, Cordelia, and Soldiers, 
over the stage; and exeunt.} 

[Enter Edgar and Gloucester.'} 

Edg.: Here, father, take the shadow of 
this tree 

For your good host; pray that the right 
may thrive: 

If ever I return to you again. 

I’ll bring you comfort. 

Glou.: Grace go with you, sir! 

[Exit Edgar.} 

[Alarum and retreat within. Re-enter 
Edgar . 3 

Edg.: Away, old man; give me thy 
hand; away! 5 

King Lear hath lost, he and his daughter 
ta’en: 

Give me thy hand; come on. 

Glou.: No farther, sir; a man may rot 
even here. 

Edg.: W’hat, in ill thoughts again? 
Men must endure 

Their going hence, even as their coming 
hither: io 

Ripeness is all: come on. 

Glou.: And that ’s true too. [Exeunt.} 

Scene III — The British camp near Dover 

[Enter, in conquest, with drum and 
colours, Edmund; Lear and Cordelia, 
prisoners; Captain, Soldiers, Ufc.] 

Edm.: Some officers take them away: 
good guard, 

Until their greater pleasures first be 
known 


That are to censure them. 

Cor.: We are not the first 

Who, with best meaning, have incurr’d 
the worst. 

For thee, oppressed king, I am cast 
down; 5 

Myself could else out-frown false for- 
tune’s frown. 

Shall we not see these daughters and 
these sisters? 

Lear: No, no, no, no! Come, let ’s 
away to prison: 

We two alone will sing like birds i’ the 
cage: 

When thou dost ask me blessing, I ’ll 
kneel down, io 

And ask of thee forgiveness: so we ’ll 
live. 

And pray, and sing, and tell old tales, 
and laugh 

At gilded butterflies, and hear poor 
rogues 

Talk of court news; and we ’ll talk with 
them too, 

Who loses and who wins; who ’s in, 
who ’s out; 15 

And take upon ’s the mystery of 
things. 

As if we were God’s spies: and we ’ll 
wear out. 

In a wall’d prison, packs and sects of 
great ones, 

That ebb and flow by the moon. 

Edm.: Take them away. 

Lear: Upon such sacrifices, my 
Cordelia, 20 

The gods themselves throw incense. 

Have I caught thee? 

He that parts us shall bring a brand 
from heavens, 

And fire us hence like foxes. 1 Wipe thine 
eyes; 

The good-years shall devour them, 2 
flesh and fell. 

Ere they shall make us weep: we ’ll see 
’em starv’d first. 25 

Come. 

[Exeunt Lear and Cordelia , guarded .3 

Edm.: Come hither, captain; hark. 

1 A reference to smoking foxes out of their 
holes. 2 Equivalent to ‘Devil take them.” 
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Take thou this note [giving a paper 3 ; 

go follow them to prison: 

One step I have advanced thee; if thou 
dost 

As this instructs thee, thou dost make 
thy way 

To noble fortunes: know thou this, that 
men 30 

Are as the time is: to be tender-minded 
Does not become a sword: thy great 
employment 

Will not bear question: either say thou 
’It do ’t. 

Or thrive by other means. 

Capt.: I ’ll do ’t, my lord. 

Edm.: About it; and write happy when 
thou hast done. 35 

Mark, I say, instantly; and carry it so 
As I have set it down. 

Capt.: I cannot draw a cart, nor eat 
dried oats; 

If it be man’s work, I ’ll do ’t. [Exit.'} 

[Flourish. Enter Albany, Goneril, 
Regan, another Captain, and Soldiers. 2 

Alb.: Sir, you have show’d to-day 
your valiant strain, 40 

And fortune led you well: you have the 
captives 

Who were the opposite of this day’s 
strife: 

We do require them of you, so to use 
them 

As we shall find their merits and our 
safety 

May equally determine. 

Edm.: Sir, I thought it fit 

To send the old and miserable king 46 
To some retention and appointed 
guard; 

Whose age has charms in it, whose title 
more, 

To pluck the common bosom on his 
side. 

And turn our impress’d lances s in our 
eyes 50 

Which do command them. With him I 
sent the queen; 

My reason all the same; and they are 
ready 

* Lancers pressed into service. 


To-morrow, or at further space, to ap 
pear 

Where you shall hold your session. At 
this time 

We sweat and bleed: the friend hath 
lost his friend; 55 

And the best quarrels, in the heat, are 
cursed 

By those that feel their sharpness: 

The question of Cordelia and her father 
Requires a fitter place. 

Alb.: Sir, by your patience, 

I hold you but a subject of this war, 60 
Not as a brother. 

Reg.: That ’s as we list to grace him. 
Methinks our pleasure might have been 
demanded. 

Ere you had spoke so far. He led our 
powers; 

Bore the commission of my place and 
person; 

The which immediacy 4 may well stand 
up, 65 

And call itself your brother. 

Gon.: Not so hot: 

In his own grace he doth exalt himself, 
More than in your addition . 3 

Reg.: In my rights, 

By me invested, he compeers the best. 

Alb.: That were the most, if he should 
husband you. 70 

Reg.: Jesters do oft prove prophets. 

Gon.: Holla, holla! 

That eye that told you so look’d but 
a-squint. 

Reg.: Lady, I am not well; else I 
should answer 

From a full-flowing stomach. 6 General, 
Take thou my soldiers, prisoners, 
patrimony; 75 

Dispose of them, of me; the walls are 
thine: 

Witness the world, that I create thee 
here 

My lord and master. 

Gon.: Mean you to enjoy him? 

Alb.: The let-alone lies not in your 
good will. 

Edm.: Nor in thine, lord. 

4 Closeness to my own authority. 1 The 
title you give him. 0 Deep emotion. 
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Alb.: Half-blooded fellow, yes. 

Reg.: [To Edmund.'} Let the drum 
strike, and prove my title thine. 81 

Alb.: Stay yet; hear reason. Edmund, 
I arrest thee 

On capital treason; and, in thy arrest, 
This gilded serpent. [Pointing to Gone- 
rill ] For your claim, fair sister, 

I bar it in the interest of my wife; 85 
*T is she is sub-contracted to this lord, 
And I, her husband, contradict your 
bans. 

If you will marry, make your loves to 
me. 

My lady is bespoke. 

Gon.: An interlude! 7 

Alb.: Thou art arm’d, Gloucester: let 
the trumpet sound : 90 

If none appear to prove upon thy person 
Thy heinous, manifest, and many 
treasons, 

There is my pledge [throwing down a 
glove}-, I ’ll make it on thy heart, 8 
Ere I taste bread, thou art in nothing 
less 

Than I have here proclaim’d thee. 

Reg.: Sick, O, sick! 

Gon.: [Aside.} If not, I ’ll ne’er trust 
medicine, 96 

Edm.: There ’s my exchange [throw- 
ing down a glove}: what in the world 
he is 

That names me traitor, villain-like he 
lies : 

Call by thy trumpet: he that dares ap- 
proach, 

On him, on you, who not? I will main- 
tain 100 

My truth and honour firmly. 

Alb.: A herald, ho! Trust to thy 
single virtue; 9 for thy soldiers, 

All levied in my name, have in my name 
Took their discharge. 

Reg.: My sickness grows upon me. 

Alb.: She is not well; convey her to 
my tent. [Exit Regan, led. Enter a 
Herald.} Come hither, herald, — Let the 
trumpet sound, — And read out this. 

7 A play; probably, a comedy; that is, 
a jest. 8 Make it undeniable; print indelibly. 
9 Valor alone. 


Her.: [Reads.} “If any man of quality 
or degree within the lists of the army will 
maintain upon Edmund, supposed Earl 
of Gloucester, that he is a manifold 
traitor, let him appear by the third 
sound of the trumpet: he is bold in his 
defence.” 115 

Edm.: Sound! [First trumpet.} 

Her.: Again! [Srrond trumpet.} 

Her.: Again! [Third trumpet.} 

[Trumpet answers within.} 
[Enter Edgar, armed, with a trumpet 
before him.} 

Alb.: Ask him his purposes, why he 
appears 

Upon this call o’ the trumpet. 

Her.: What are you? 

Your name, your quality? and why you 
answer 121 

This present summons? 

Edg.: Know, my name is lost; 

By treason’s tooth bare-gnawn, and 
canker-bit: 10 

Yet am I noble as the adversary 
I come to cope. 

Alb.: Which is that adversary? 

Edg.: What ’s he that speaks for 
Edmund Earl of Gloucester? 126 
Edm.: Himself: what say’st thou to 
him? 

Edg.: Draw thy sword. 

That, if my speech offend a noble heart. 
Thy arm may do thee justice: here is 
mine. 

Behold, it is the privilege of mine hon- 
ours, 130 

My oath, and my profession: I protest, 
Maugre 11 thy strength, place, youth, 
and eminence. 

Despite thy victor sword and fire-new 
fortune. 

Thy valour and thy heart, thou art a 
traitor; 

False to thy gods, thy brother, and thy 
father; 135 

Conspirant ’gainst this high-illustrious 
prince; 

And, from the extremest upward of thy 
head 

10 Eaten by the caterpillar. u In spite of. 
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To the descent and dust below thy foot, 
A most toad-spotted traitor. Say thou 
“No,” 

This sword, this arm, and my best 
spirits, are bent 140 

To prove upon thy heart, whereto I 
speak, 

Thou liest. 

Edm.: In wisdom I should ask thy 
name; 

But, since thy outside looks so fair and 
warlike 

And that thy tongue some say of 
breeding breathes, 145 

What safe and nicely I might well de- 
lay 

By rule of knighthood, I disdain and 
spurn : 

Back do I toss these treasons to thy 
head; 

With the hell-hated lie o’erwhelm thy 
heart; 

Which, for they 12 yet glance by and 
scarcely bruise, 1 50 

This sword of mine shall give them in- 
stant way, 

Where they shall rest for ever. T rumpets, 
speak! 

[Alarums. They fight. Edmund falls.] 
Alb.: Save him, save him! 

Gon.: This is practice, 13 Gloucester: 
By the law of arms thou wast not bound 
to answer 

An unknown opposite; thou art not 
vanquish’d, 155 

But cozen’d and beguiled. 

Alb.: Shut your mouth, dame, 

Or with this paper shall I stop it. 
Hold, sir; 

Thou worse than any name, read thine 
own evil: 

No tearing, lady; I perceive you know it. 

[Gives the letter to Edmund.'] 
Gon.: Say, if I do, the laws are mine, 
not thine: 160 

Who can arraign me for ’t? Q£w 7 .] 

Alb.: Most monstrous! oh! 

Know’st thou this paper? 

Edm.: Ask me not what I know. 

u Because the treasons and the lie. 13 A 
plot, trickery. 


Alb.: Go after her: she’s desperate; 
govern her. 

Edm.: What you have charged me 
with, that have I done; 

And more, much more; the time will 
bring it out: ,5. 

’T is past, and so am I. But what ait 
thou 

That hast this fortune on me? If thou ’rt 
noble, 

I do forgive thee. 

Edg.: Let ’s exchange charity. 

I am no less in blood than thou art, 
Edmund; 

If more, the more thou hast wrong’d 
me. 171 

My name is Edgar, and thy father’s son 
The gods are just, and of our pleasanl 
vices 

Make instruments to plague us: 

The dark and vicious place where thet 
he got 

Cost him his eyes. 

Edm.: Thou hast spoken right 

’t is true; 171 

The wheel is come full circle; I am here 
Alb.: Methought thy very gait did 
prophesy 

A royal nobleness: I must embrace thee 
Let sorrow split my heart, if ever I 
Did hate thee or thy father! 

Edg.: Worthy prince, I know 't, 

Alb.: Where have you hid yourself? 
How have you known the miseries of youi 
father? 182 

Edg.: By nursing them, my lord. List 
a brief tale; 

And when ’t is told, 0 , that my heart 
would burst! 

The bloody proclamation to escape, 
That follow’d me so near, — 0 , our 
lives’ sweetness! 

That we the pain of death would hourly 
die 

Rather than die at once! — taught me to 
shift 

Into a madman’s rags; to assume a 
semblance 

That very dogs disdain’d: and in this 
habit ■_ ' , 9 ° 

Met I my father with his bleeding rings, 
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Their precious stones new lost; became 
his guide. 

Led him, begg’d for him, saved him from 
despair; 

Never , — 0 fault! — reveal’d myself unto 
him. 

Until some half-hour past, when I was 
arm'd : 195 

Not sure, though hoping, of this good 
success, 

I ask’d his blessing, and from first to last 
Told him my pilgrimage: but his flaw’d 
heart, — 

Alack, too weak the conflict to sup- 
port! — 

’Twixt two extremes of passion, joy and 
grief, 200 

Burst smilingly. 

Edm.: This speech of yours hath 

moved me. 

And shall perchance do good: but speak 
you on; 

You look as you had something more 
to say. 

Alb.: If there be more, more woeful, 
hold it in; 

For I am almost ready to dissolve, 205 
Hearing of this. 

Ed".: This would have seem’d a 

period 11 

To such as love not sorrow; but another, 
To amplify too much, would make much 
more, 

, And top extremity. 

Whilst I was big in clamour came there 
in a man, 210 

Who, having seen me in my worst estate, 
Shunn’d my abhorr’d society; but then, 
finding 

Who ’t was that so endured, with his 
strong arms 

He fasten’d on my neck, and bellow’d 
out 

As he ’Id burst heaven; threw him on my 
father; 215 

Told the most piteous tale of Lear and 
him 

That ever ear receiv ejL— sahjch in re- 
counting 

11 End. 


His grief grew puissant, and the strings 
of life 

Began to crack: twice then the trumpets 
sounded. 

And there I left him tranced. 

Alb.: But who was this? 

Edg.: Kent, sir, the banish’d Kent: 
who in disguise 221 

Follow’d his enemy king, and did him 

service 

Improper for a slave. 

[Enter a Gentleman, zoiih a bloody knife. 2 

Gent.: Help, help, O, help! 

Edg.: What kind of help? 

AW.: Speak, man. 

Edg.: What means this bloody knife? 

Gent.: ’T is hot, it smokes; 

It came even from the heart of — 0 , 

she’s dead! 226 

Alb.: Who dead? speak, man. 

Gent.: Your lady, sir, your lady: and 
her sister 

By her is poisoned; she confesses it. 

Edm.: I was contracted to them both: 
all three 

Now marry in an instant. 

Edg.: Here comes Kent. [Enter 

Kent .' ] 

Alb.: Produce the bodies, be they 
alive or dead. 232 

[The bodies of Goneril and Regan are 

brought in. 2 

This judgement of the heavens, that 
makes us tremble, 

Touches us not with pity. [Sees Kent. 2 
O, is this he? 

The time will not allow the compliment 

Which very manners urges. 

Kent: I am come 

To bid my king and master aye good 
night. 237 

Is he not here? 

Alb.: Great thing of us forgot! 

Speak, Edmund, where ’s the king? and 
where ’s Cordelia? 

See’ st thou this object, Kent? 

[Points to Edmund-2 

Kent: Alack, why thus? 

Edm.: Yet Edmund was beloved: 

The one the other poison’d for my sake. 

And after slew herself’. 



THE WOMEN 


miss trimmsbback. Some home! I 
see. The office-wife? 

miss watts (defiantly). He could 
get along better without Mrs. Haines 
or Allen than he could without me. 

miss tmmmbrback. Oh, you’re very 
efficient, dear. But what makes you 
think you’re indispensable? 
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miss watts (laying a paper on the 
table'). This will get it out. Sign 
there. The cook’s letter of reference. 
Sign here, (mary sits, signs) The in- 
surance papers. You sign here, (miss 
tbimmebback signs each paper after 
mary) The transfer papers on die 
car. What do you want done with it? 

maby. Well, I— 


miss watts. I relieve him of a thou- 
sand foolish details. I remind him of 
things he forgets, including, very 
often these days, his good opinion of 
himself. I never cry and I don’t nag. 
I guess I am the office-wife. And a lot 
better ofF than Mrs. Haines. He’ll 
never divorce me! 

miss trimmehback ( astonished ). 
Why, you're in love with him! (.They 
both rise, face each other angrily.) 


miss watts. I’ll find a garage. Sign 
here. What do you want done if 
someone meets your price on this 
apartment? 

maby. Well, I thought— 

miss watts. This gives us power of 
attorney until you get back. Sign 
here. 

MABY. But— I— 


miss watts. What if I am? I’d rather 
work for him than marry the kind of 
a dumb cluck I could get— (Almost 
tearful) just because he’s a man— 
(Enter maby, left.) 

mary. Yes, Miss Watts. 

miss watts (collecting herself 
quichly). Here are the inventories of 
uie furniture, Mrs. Haines. I had the 

S lf cups, the hooks, etchings, and 
e ash stands sent to Mr. Haines’ 
dub. (Pauses) Mr. Haines asked if 
he could also have the portrait of 
the two children. 

mart (looking at the blank space 
over the mantel). Oh, but— 


MISS watts. Oh, it’s quite in order, 
Mrs. Haines. Now, Mr. Haines took 
the liberty of drawing you a new will. 
(Places a blue, legal-looking docu- 
ment before mart.) 

mary (indignantly). But— really— 

miss watts. If anything were to hap- 
pen to you in Reno, half your prop- 
erty would revert to him. A detail 
your lawyers overlooked. Mr. Haines 
drew up a codicil cutting himself 
out— 


mary. But, I don’t understand legal 
language, Miss Watts. I -I must have 
my lawyer— 


miss watts. He said it wouldn’t mat- 
ter, if you really didn’t care for him 
to have it. 

mary. It's in storage. 


miss watts. As you please. (Stiffly) 
Mr. Haines suggested this for your 
sake, not his. I*m sure you realize, 
he has nothing but your interests at 
heart. (A pause) Sign here, (maby 
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Edg.: Very bootless. 

[_Enter a Captain .] 

Capt.: Edmund is dead, my lord. 

Alb.: That ’s but a trifle here. 

You lords and noble friends, know our 
intent. 

What comfort to this great decay 20 may 
come 300 

Shall be applied: for us, we will re- 
sign, 

During the life of this old majesty, 

To him our absolute power. £ To Edgar 
and Kent.~\ You, to your rights; 
With boot, and such addition 21 as your 
honours 

Have more than merited. All friends 
shall taste 305 

The wages of their virtue, and all foes 
The cup of their deservings. O, see, 
see! 

Lear: And my poor fool 22 is hang’d! 
No, no, no life! 

Why should a dog, a horse, a tat, have 
life, 

And thou no breath at all? Thou ’It 
come no more, 310 

Never, never, never, never, never! 

Pray you, undo this button: thank you, 
sir. 

20 Catastrophe; or, this destroyed Lear. 
21 Rewards and increments. “Term of affec- 
tion, applied here to Cordelia. 


Do you see this? Look on her, look, her 
lips. 

Look there, look there! [.Dies.'} 

Edg.: He faints! My lord, my lord! 

Kent: Break heart; I prithee, break! 

Edg. Look up, my lord. 

Kent: Vex not his ghost: O, let him 
pass! he hates him much 316 

That would upon the rack of this tough 
world 

Stretch him out longer. 

Edg.: He is gone, indeed. 

Kent: The wonder is, he hath en- 
dured so long: 

He but usurp’d his life. 320 

Alb.: Bear them from hence. Our 
present business 

Is general woe. [_To Kent and Edgar 7 \ 
F riends of my soul, you twain 

Rule in this realm, and the gored state 
sustain. 

Kent: I have a journey, sir, shortly 
to go; 

My master calls me, I must not say no. 

Edg.: The weight of this sad time we 
must obey; 326 

Speak what we feel, not what we ought 
to say. 

The oldest hath borne most: we that 
are young 

Shall never see so much, nor live so long. 

C Exeunt , with dead march . 2 


QUESTIONS ON ACT V 

1. What is the purpose of the short diafogue between Edmund and 
Regan at the beginning of Scene i ? 

2. What further development of Albany do we see in Act V? 

3. Why does Shakespeare show us the brief interchange between Edgar 
and Albany in Scene i? How does this prevent the possibility of a melo- 
dramatic effect later? 

4. What is the significance of Edmund’s soliloquy that closes Scene i? 

What has happened to Edmund since Act I? Is he still the shrewd analyst 
and schemer? Or does he seem to be giving up before the complexity of the 
situation r If so, what comment does this scene then make upon the rational- 
ism which has been conspicuous in Edmund and in Lear’s elder daughters? 
Do they manifest, at the end of the play, the same cool, rational control of 
circumstances that they practiced earlier? If not, why not? Where was their 
code deficient ? , 
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5. Lear’s first speech in Scene iii shows what changes in him? 

6. What is ironic about the Captain’s line, after Edmund has given him 
instructions in Scene iii, “If it be man’s work, I ’ll do ’t”? 

7. Examine Goneril’s speeches to Regan in the scene before Regan’s 
collapse. Since Goneril speaks with knowledge of Regan’s physical condi- 
tion, in what tone must she speak? 

8. What development has taken place in Edgar during the play? Has 
any previous action indicated the resourcefulness which he shows herei 

9. What complication in the character of Edmund does Shakespeare 
exhibit in Scene iii? Consider his acceptance of Edgar’s challenge, his sub- 
sequent attitude to Edgar, his comment on the dead sisters, his line 
“Some good I mean to do . . Is Edmund’s last-minute conduct con 
sistent with the principles of action which he set up for himself early in the 
play? If not, what comment does the play make upon his earlier principles 

10. Lear’s speeches upon the death of Cordelia might easily have fallei 
into melodramatic ranting. Study his lines to see why they do not take 01 
such a tone. Consider the following matters: Is there any indication tha 
Lear endeavors to control himself? Is his speech at any time quieter thai 
at others, or do his speeches constitute one long outburst? How does hi 
recollection of the past help give concreteness to the expression of hi 
emotions in the present? What is the effect of his careful effort to sei 
whether Cordelia is still alive? Of his confused remarks to Kent? 

XI. What is suggested, near the end of the play, by such figures as “thi 
rack of this tough world” and “the gored state”? 

12. Edgar says of his father, “I . . . saved him from despair”; Ed 
mund says that the killer of Cordelia w r as “To lay the blame upon her owi 
despair, . . .” Show how the brothers’ attitude to despair is a way 0 
heightening the contrast between them. 

13. Compare Kent’s “Break, heart; I prithee, break!” wnth Lucy’s line 
“Break, break, my heart!” at the end of The London Merchant. Which ii 
the more effective ? Why ? 

NOTES ON KING LEAR 

I. COMPLEXITY OF THE PLOT 

In King Lear we come to the most complex of the plays which we have 
studied and one which therefore presents a number of special problems 
The reader becomes aware immediately of the complexity of the plot, and 
besides this there is, as various questions on the individual scenes havs 
suggested, a considerable complexity of patterns of meaning. The students 
problem is to see how the manifold materials of this drama — words, single 
events and experiences, and fully developed plot elements — merge in a 
unified tragedy of very powerful effect. 

Lear Compared with Oth6r Plays. There is an obvious structural con- 
trast between King Lear, on the one hand, and, on the other, such plays 
as Everyman and Dr. Faustus, with their single central characters to whom 
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everything else in the play is so sharply subordinated that they almost give 
us the effect of appearing alone. At first sight, however, we might expect 
to find some main similarity between King Lear and such plays as Rosmers- 
kolm, Oedipus the King, and The London Merchant: in each of them other 
characters besides the tragic protagonist have some prominence, and, what 
is more important, in each of them the private situation of the protagonist 
is partially identified with a public situation. But as we go further we begin 
to see differences: in The London Merchant the subsidiary interests receive 
so much attention, and the tone is so inconsistent, that the play seems never 
to have a tragic center; in Rosmersholm the tragic issue wavers between 
Rosmer and Rebecca enough to leave us feeling that, despite the obvious 
merits of the pla]', focus is never quite achieved; in Oedipus the King, 
despite the King’s public situation, the plot materials are considerably 
more restricted than in King Lear, and Oedipus is always unmistakably 
the central character. 

Interweaving of Plot Elements. Our first problem is to see how the ele- 
ments of a very full and variegated plot work together so that the finaT 
effect is not one of diffuseness and lack o f locus .“A t"Th e simplest level, of 
course, the diverse ingredients are held together by the close interrelation- 
ship of the various characters in terms of plot: (i) Gloucester, who appears 
at first only as one of the men at Lear’s court, becomes an associate of the 
usurpers and then a devoted helper of the king and then a victim of the 
usurpers; thus his own actions become almost a part of the main plot. 
'(2) The tracing of Edgar’s fate is brought close to the main plot by Edgar’s 
association with Lear, his aiding Gloucester, and, of course, his important 
contributions to the working out of the plot in Act V, Scene iii. (3) Ed- 
mund’s plotting against Edgar and Gloucester, which might easily become 
a separate line of action, is woven closely' into the main pattern by the two 
sisters’ falling in love with Edmund. (4) The public and private are bound 
together, at the plot level, by the fact that the working out of the private 
( emotion and the resolution of the private conflicts — between parents and 
children, between rival lovers — also determine the state of affairs in the 
kingdom. 

To understand further Shakespeare’s technique, we should also observe 
what, in the interest of unity, he has excluded: (1) We see nothing of France 
and Burgundy' after the scene of Cordelia’s betrothal, a scene which exists 
chiefly as a commentary on Lear’s obtuseness. (2) Kent and Cordelia we 
see only in relation to Lear; a less accomplished playwright might have 
introduced something of the “private life” of each. (3) Likewise Cornwall 
and Albany are shown only in their relationship to major characters. 

> (4) The Fool’s wit relates only to the dramatic materials of the play. 

2. THE SOURCES OF UNITY 

But still, we must admit, these relationships are of a somewhat mechani- 
cal sort, and, although they are structurally effective enough to make the 
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play more of a piece, say, than The London Merchant ever comes to be, they 
still are not the ultimate sn iirre oL *ha-n-nitv which we feel in King Lear. To 
define that more precisely, we need to go beneath the plot surface and seek 
out the meaning to which, we may assume, all the characters contribute. 

As a first step we may examine the Gloucester plot, since it contains the 
largest portion of the dramatic materials not immediately identified with 
(the main action, to see how it combines with and works together with the 
Lear plot. Certain similarities we see immediately : each parent is deceived 
by one child or. children and thus made to mistreat another child, who, 
ironically, later returns to treat his unkind parent with especial loving 
kindness. There are enough differences in detail — the student will probably 
want to outline them for himself — so that Sha’kespeare is not merely play- 
ing the same tune twice or doubling the Volume to get his effect. Further- 
more, the Gloucester plot gets under way after, and ends before, the Lear 

E lot, so that, by its shorter duration, the Gloucester plot is subordinated 
a the other and hence seems not a mere parallel to it but a kind of am- 
lification or extension of it. 

The Tragic Flaws. To go a step further, we observe that Lear and 
Gloucester both fall into the pattern of the “tragic hero” (see Glossary) 
whom we have already studied in connection with other plays: with both 
we feel p rofo u n d 1 y sympathetic even while we recognize that their suffer- 
ings have a logical connection with their “tragic flaws,” What is the tragic 
flaw? May we not say that with each man it is a kind of error of under- 
standing ? Oedipus the King, we suggested, might be read as a study of the 
claims of the human reason; in one respect, King Lear appears to push 
the same study still further. Lear, of course, is not the sort of consciously 
rational man that Oedipus is; yet, like Oedipus, he does reason about 
. certain phenomena in question, and he draws the wrong conclusion. In 
. fact, we may say that he starts off a whole train of troubles by insisting on 
an untenable proposition: that love can be measured, measured as if it 
were a material quantum with a certain shape or size. He ma_kes the intel- 
lectual mistake of applying the wrong standards; deeds, rather than words, 
are the symbol of love, and Lear could find the answer to his question, not 
in verbal formulas But in the lives of daughters whom he had observe3 
from infancy. Yet on that vast and perhaps roughly outlined evidence he 
will not rely, just as Oedipus will not trust his long knowledge of Creon and 
Teiresias; he insists_on neat little statement?, which can come only from 
the application of lrrele'vant'standardsT Lear’s second mistake is his mis- 
interpretation of the attempted measurements which "his demands exact: 
tin the opening scene he overestimates the meaningless abstractions"an3 
^hyperboles of Goneril and Regan, and wholly misses the import of Cor- 
delia's precise metaphor. He might have tested their language by his 
instinctive sense, so to speak, oftheir character, his nonrational aw r arenesS 
of their wortji. But he has chose n to be a sort 'oTdetective - and, since his 
mind is not up to the role, he makes so profound an error’that he comes to 
unbearably bitter experiences. 



SHAKESPEARE , KING LEAR 653 

Now, when we return to the Gloucester plot, we see the situation varied 
in that-initiative is taken by the deceptive child rather than by the muddled 
father: but again we find the father as detective, reasoning faultily from the 
'evidence, anaconspicuously failing— liice'Oedfpus andX'ear — to consult lug 
' o wn e xperienced sense of Edgar’s worth, to consult what we’ might call 
“theEdgar tradition.” Tie thinks badly and acts unjustly. But this is only- 
part of Gloucester’s story; we have other evidence on the nature of his 
“flaw.” For one thing, we are not allowed to forget that Edmund is illegiti- 
mate, and in V. iii Edgar specifically connects Gloucester’s suffering with 
■fus adulterous act: “The dark and vicious place where thee he got / Cost 
him his eyes.” Also, as we have already seen (Act II, Question 7), Glouces- 
terfalthough he does not wholly approve of the conduct of the new lords 
of the realm, is inclined to accept them and to try “to do business with” 
them. Now, as we look closer, can we not conclude that Gloucester’s con- 
duct is all of a piece? We can say, perhaps, that Gloucester is too ready to 
“fall in with ” whatever influences arc brought to bear upon hinu In Act I 
we”’iee him referring jauntily to Edmund’s illegitimacy: he had fallen in 
easily with the -worl dly attitude that takes sexual morality lightly. Then 
we see him falling in with Edmund’s suggestions, and, next, inclined to Tall 
in ^-ith the new rulers; even when he finally goes to help Lear, it is not 
wholly clear that he is doing more than falling in with the faction that 
appears to him more likely to win — although once he is committed and 
sees Lear, it is clear that his positive sympathies are definitely 1 - aroused. 
Indeed, as his speech beginning "These late eclipses” (I. ii) indicates, 
Gloucester is even inclined to charge all evil events up to astrological 
forces which he must fall in with because he can’t do anything else. On the 
different occasions referred to, Gloucester might have been moved by the 
code of sexual morality, by his prior knowledge of Edgar, by his sworn 
loyalty to the king, by his sense of decency and right. But on those occa- 
sions when we see him making positive choices, he thinks faultily about the 
, data he has to work with, even though he feels wise enough. Not that he 
would ever voluntarily do anything which he felt to be evil, but he too 
easily falls in with that in which he ought to see evil. 

Tear and Gloucester as Complements. Lear, without ever questioning 
his own rightness, imposes his will upon others; Gloucester falls in with the 
wjll of others without questioning their rightness. Thus Gloucester be- 
comes, structurally, not a duplicate, but the complement, of Lear; in the 
two men we see shown, with remarkable fullness, the different basic forms 
that may be taken by the tragic error in understanding. One imposes error, 
the other accepts; and the latter has, quite logically, the secondary role. 
We should note, too, the consistency of the roles — as active and passive — 
throughout the play. At one moment, it is true, Gloucester is goaded to a 
direct attack upon the sisters, and, through this positive act of his, his 
character gains enough in complexity to give him a tragic stature and to 
keep him from being merely an allegorical figure. But after he is blinded, 
Gloucester gives up, so to speak, before his misery; his impulse to suicide 
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is essentially negative; Shakespeare appears, very fittingly, to have 
thought of him as falling into the Christian sin of dcspaii. But Leards 
always a vigorous, aggressive figure; he fights his daughters to the bitter 
end; even in his madness he imposes his personality upon the others. He 
becomes quiescent only in the brief scenes with Cordelia, and then, in the 
final expression of anguish, he becomes again a commanding, dominating 
figure beside whom the others seem small. 

Symbolic Relation of Parents and Children. To pass to another aspect of 
structural relationships: the element of kinship in the stoty has a sym- 
bolic function by which the different characters are bound still more 
tightly together. For not only are the different children of each of the old 
men individuals who behave in different ways, but they also rcpiesent the 
^ different elements which are in conflict in the fathers. Is not Edmund, with 
his resolve to get on in th e world by whatever means he can, that is, as he 
says, to “have lands Fv wit,” an extension of Gloucester’s own tendency 
to substituIe _ wofl3Iy"co3es for stronger, but less tangible, imperatives? 
And is Edgar’ sjullibility not’the same asliis father’s; and his kindness to his 
father_the same as his father’s ultimate kindness to Lear? But this exten- 
sion ofTnner conflicts into characters who in part objectify the conflicting 
subjective elements is most marked in Lear’s family. In Coulelia we see, 
at the start, the sharp insigh t into people and grasp of valiu s which Lear 
comes to have when, in practical terms, it is too late; and in her there is 
also the t enderne ss which at times Lear is capable of exhibiting. Cordelia 
and Kent, both in their opposition to the others and in their candor to 
Lear, in a sense symbolize the sound side of Lear trying to assert itself; 
later in the play they are completely identified with the Lear to whom 
insight has at last come. 

But more important is the link between Lear and his elder daughters, 
for here is the central irony of the play and a very important clue to the 
thematic bearing of the play. Lear’s tragic flaw is their whole being. For 
Lear, in dividing the land, is introducing a principle which Gonenl and 
Regan then carry on to logical extremes; at one level, therefore, they may 
be said to show what happens when one element in him gains the upper 
hand. Lear, as we have already said, forces the use of the piinciple of 
measurement where it is not applicable; he introduces a spirit of calcula- 
tion; and he is ruthless in punishing what does not contribute to his pro- 
posed advantage. Thus Goneril and Regan come to power. And what 
comes to power with them is the spirit of calculation: in fact, throughout 
the rest of the play we see Shakespeare tracing the history of three people — 
for, in another unifying stroke which is convincingly logical, Edmund has 
become . an ally of the sist ers — ji n who m th e co ld calculation of wprjdly 
advantage_Jias almost totaTly excluded adherence to any other values. 
That history the student should follow in detail — through the treatment 
of Lear, the treatment of Gloucester, the intended treatment of Albany, 
and, in the ironic climax, the treatment of the sisters by each other. 

Ironic Reversals. Lear and Gloucester both come to the disillusionment 
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which, as a part of the ironic effect of the play, the reader could from the 
start see was due them. (just after he is blinded Gloucester is told (III. vii) 
about his error — in a whiplash statement that is Regan’s final contribution 
,to his torture. To Lear the truth comes gradually in the course of several 
{ scenes (I. iv; I. v; II. iv) which, because of their importance to the the- 
matic development of the play,ldeserve a little further attention here.(The 
chief material of these scenes is the haggling over the number of retainers ' 
I^trr shall have. Now these scenes must be read as the complement of the 
first scene of the play, in which Lear may be said to be haggling with his 
daughters about the amount of their love ffr him. There, he had insisted) 
upon an inappropriate calculation; here, he is the victim of an inappropri-l 
^ate" calculation by the very daughters who had profited from his own mis-* 
'applied arithmetic. Tne daughters’ love required a different kind of 
estimate from that which Lear proposed; likewise his demand for a hundred 
retainers needs to be estimated by another standard than the rational one 
of necessity. Both realities would have to be grasped by extrarational 
meansc-Hence, “Reason not the need,” Lear exclaims in defense of what 
we would call the symbolic value of his retainers; it is his final speech at 
court, and it is a magnificent summation of the issue. “I cannot reason my 
love,” Cordelia might similarly have said to Lear. J 

3. THE MEANING OF THE PLAY 

Now, if we attempt to pull together the implications of the materials 
thus far examined, we can perhaps lay our hands on the general structure 
of the play. In the present discussion we have pointed out that the early 
activities of Lear and Gloucester might be read as a commentary upon the 
efficacy of human reason. In certain questions on the individual acts 
(IrQuestions 10 and 13; II. Question 10; III. Questions 4 and 5; IV. Ques- 
tion 10; V. Questions q and <j), we have suggested that parts of the play 
,appearto be an examination of the workings of the rationalistic mind. Lear 
and Gloucester, by making serious errors of understanding, open the door 
to the careers of Goneril, Regan, and Edmund. Now the striking quality 
of each of these three is coolness of blood — for a time at least — and sharp- 
ness of mind. It is quite significant that Shakespeare has not made any one 
of them stupid and loutish; they are all quick, shrewd, penetrating — es- 
pecially in observing the workings of other minds. Their sense is in one 
aspect a liberating sharpness; it becomes the debunking spirit in Edmund, 
who sneers at his father’s astrological superstitions. Similarly Goneril and 
Regan analyze their father’s folly in disinheriting Cordelia. What common 
f conclusions do they — in effect, if not in fact— draw? That in a foolish world 
they must look out for themselves, and that there is nothing reasonable to 
hold them back. And in a short time they go a long way; they do have 
remarkable “success.” 

The Mad Group. In the meantime the men who have made possible 
their careers have suffered ironic enlightenment and torture at their hands. 
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Lear has gone mad; he is in the company of the Fool, who by men of the 
world would be amiably tolerated, of course, but in any serious context 
would be regaided as a contemptible creature; and of fugitive Edgar, who 
can secure a miserable existence only by pretending insanity (for a while 
Gloucester, feeling that his grief may drive him mad, is with them). Be- 
neath all the specific clashes brought about by the manifold movements of 
plot, may we not say that the v t ension of the play is between th e rationa l, 
worldly character s and these irrational and q uasi-irration al chara cters who 
_cannoFget on irTtfie world ? By all the usual" It an (lards of judgmentTTear 
Cand his associates are indeed a sorry company, deserving sympathy, of 
Acourse, but hardly exacting respect. The callous person of little insight 
might say, “Yes, it’s too bad, but that’s the way the world goes.” The 
more sensitive person of little insight — and this is the class into which 
many secondary artists fall — might be content to leave the play at that, 
merely inviting hatred for the cruel, stressing the pathos of the injured, 
and perhaps ending with a considerable measure of “poetic justice.” 

But thus to fall into melodrama is precisely the temptation which 
Shakespeare avoids; he never loses firmness of tone. The reader is free to 
hate the cruel if he wishes, but he is compelled to remember what the 
cruelty means. Things have gone too far, the issues are too deep, for poetic 
justice. And in the treatment of Lear and his associates Shakespeare is 
intent, not upon securing pathos at all but, instead, upon showing the fine 
insight which exists in, or comes to, those characters who live in an air of 
mental incompetence. 'From the start it is apparent that the Fool is not 
merely a brilliant wit but a sound judge of human beings and of the mean- 
ing of their actions; his fiered' ironies sharpen Lear’s growing awareness of 
what he has done. Edgar for a while speaks nonsense — although a careful 
examination of his lines will show that a number of them reflect th e state 
o f the world where so much evil is at work. But the mind which produces 
1 these desperate irrelevancies begins gradually to emerge as a deeply com- 
prehending one, and by the end of the play Edgar has become a philosophi- 
cal commentator uponTus world. Lear^nowever, is the most impoitant"oF 
tEeTKree — tor the madness which is in part brought on byliis realization 
of his terrible error is not an escape, as it might be, from unbearable reality 
but, if anything, an intensification of his awareness of the state of the 
world. Here, indeed, Lear fully possesses the insight which he needed, but 
1 could not find, at the beginning of the play; this is most strikingly apparent 
in the latter half of Act IV, Scene vi, where Lear, in several long speeches — 
in which, the student should observe, , he brings together the storm , the sex 
{heme which has belonged to the play from the star t, Gloucester’ s_bliiid- 
ness," and the animal imagery which is so frequent throughout the play — 
inctsively analyzes the human forces that he has come to understand. So. 
instead of being content merely to invoke pity for the mistreated, Shake- 
speare has chosen to present a brilliant paradox of insight where it might 
least be expected — a paradox stressed by Edgar’s overt statement of it, 
“Reason in madness.” 
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The Sane Group. And is not the more inclusive paradox of the play the 
fact that the “reasonable" people — Goneiil, Regan, and Edmund — 
are the ones who are really madr on one sens e they are the embodi ment of 
worldly sanity : t hey have understood how to get hold of thgjyoxLd, they 
have pr actic ally got hold. of i t, they have wo n a decisiv e battle. But they 
have lost jilLgrasp of moral and spiritual vaJups; they have understood 
much, bpi they have not understood the final realities They have' madly 
tried to m a ke a world without essential ingredients^ Ironically, they come 
to fee understood better than they ever understand ^they never grasp the 
issues involved in th eir dealings with Lear and Gloucester. And the final 
iromcT flick is that their code is not good pvpn a t the low level where it 
might seem most efficacious — the practical level; for, ultimately, the ra- 
tional worldlings do not evca understand themselves. Goneril’s and Regan’s, 
passion for Edm und is inconsistent with their code, and in the interest of 
political success they ought to put it behind them in the same way in 
which they put behind them whatever else is not conducive to practical 1 
advantage. But in this perverse way the irrational in them reasserts itself; 
they cannot cont rol - theii passion; they try toWeafize it by~their con- 
spiratorial" technique, which has now become their only way of dealing | 
with life; and it destroys them. ^ 

Kent and Cordelia. (With the irrational devotion of Goneril an d Rega n 
t o Edmund -WC-should compare the equally irrational devotion ofCordelia 
aji d Kent t o. Lear. In worldly terms they might have saved their skins by 
de serting a kin g who was clearly on the way out. Th ey do no t .desert-him. 
however, and they_go down. But unlike Goneriland .Regan, tney_go down 
in an honorable and a meaningful way; their lives at e in te gra te d at t he 
highest "possible level; and thus they are hi - fine, dramatic contmst with 
Gone ril ancl_ Regan. This contrast extend_s decp_into jhe realm of values, 
for, whereas Goneril and Regan use their minds independently, op por- 
tu nistically, and with indiffeience to any restraints upon them in their own 
pursuits, Kent and Coidelia make their decisions in terms of loyalties 
which are a restrai nt u pon both their casual prefeiences and their hope ofj 
profit. In AdTTthei are keen ellough to distinguish between a superficial, 
erring Lear and an essential Lear, a man of integiitv who embodies the 
values to which they must subject themselves. Goneril and Reg an play 
u pon t h e form er to their ow n pro fit; Kent and Cordd ia_stand by. the- latter.- 
Atlfirst exilecF^tKer exile tends to become a symbol of Lear’s loss of his 
grip on values — they are later identified, in their acts of unqualified de- 
motion, with the essential Lear. They have chosen in terms of trad itional 
l oyalti es — the loyalty of daughter to f ather, the loy alty of sub jecFtoTo ref, 
and, more profoundly stiII7the loy alty of the sensitive huma n being to the 
f orces outside himself whose rightness he cannot ignore. Kent is hcTless" 
sKarp-minded than Goneril and Regan; but all his intelligence is exercised in 
the service of Lear. Therrs has escaped such a discipline. 

The later rapport of Lear with Kent and Cordelia, and likewise of 
Gloucester with Edgar, is a dramatic symbol of the recovery of insight 
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which we have seen manifested directly in the words of Lear and Glouces- 
ter, just as their early alliance, if so we may call it, with Goneril and Regan 
and Edmund was a symbol of the introduction of, or reliance upon, ra- 
tional processes which are not of themselves capable of supplying man with 
the values he needs. But this early alliance liberated forces which exact a 
terrible toll before they are played out, and which are the means by which 
nemesis comes to the tragic protagonists. Thus, as we analyze the relation- 
ships, both dramatic and symbolic, among the various characters, we see 
emerging both t he structure and ^he theme of the play . King Lear is one of 
the most complex o f tragedies, but we can observe a remarkably skillfu l 
integration of its numerous parts in a controlled form t hat, as it evolves, 
becomes the fitti ng expression of i profound theme that cannot be simply 
set forth. 

yy 4 . tone 

Our statement that Lear, although he proceeds from an obtuse calcula- 
tion to a brilliant imaginative grasp of human forces, has initiated a kind of 
thinking which later returns bitter punishment upon him, poses a final 
question: what is the tone of the play? Is the drama a bitterly disillusioned 
statement that if mankind has got off on the wrong foot, made a basic 
error, nothing can save him? Or, since Lear’s imagination is most pene- 
trating when he is mad, is the play merely an ironic laudation of madness? 

A cynical insistence that in such a world only madness makes sense? 

It seems clear that Shakespeare does- not view the human situation as 
desperate. The play repudiates Gloucester’s despair, and through the pity 
and therapeutic efforts of the others we are never allowed to forget that 
Lear’s madness, whatever insights it may bring, is nevertheless a patho- 
logical state. But, the student may ask, if the play is not to be considered 
a sardonic presentation of human confusion, where does Shakespeare give 
dramatic evidence of the fact? It is true that the play does not offer the 
more obvious forms of encouragement which we find in popular literature: 
it demands, instead, that we distinguish between the grasp of values and 
“success.” What is really significant is that Lear and Gloucester do come 
to a finer insight than they had before; they finally did not compromise 
with what must have looked like a ven' successful political order. They I 
made mistakes, but they did not become vicious. And Kent and Cordelia 
never did lose their grasp of values; Albany developed from uncertainty in a 
difficult situation of conflicting loyalties, and Edgar from gullibility, to an 
active comprehension of their world. What the play reaffirms, is, on the 
one hand, the tragic consequences of the human failure of understanding, 
and, on the other hand, the human ability to regain, or retain, understand- 
ing in the face of violent temptations to make bargains and save one’s skin. 
The really bitter play would show a world completely enslaved to the 
uninhibited rational scheming which is the Goneril-Regan way of life. 

Do not our final three tragedies all, in fact, concern themselves with the 
capacity of man for a kind of spiritual rehabilitation? In each case the 
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tragic protagonist is the person who, with no vicious intention, opens the 
door that brings retribution upon himself. Faustus and Oedipus, in their 
different ways, exhibit pride in powers of reason that lead them to skepti- 
cism of religious traditions; but to the validity of the tradition, whatever 
it may mean in suffering, both come to bow. Lear, in applying a rational 
standard when it is grossly out of place, opens the door to an assault upon 
the whole traditional order of his society. But the old values have theii 
adherents, and Lear comes to understand his error and what it has meant. 
Perhaps it is of the nature of tragedy to reaffirm man’s ability to recover 
the insights by which he may endure. 

questions on King Lear 

(Most of the following questions call for a rather full examination of the 
text of the play, and it may be, therefore, that they will be dealt with most 
effectively as individual student papers or full-length reports.) 

1. So far we have discussed the main structural design of the play. But 
the structure is so complex that we find relationships established by still 
other means than those already examined. The blinding of Gloucester, for 
example, may seem at first glance like simply a chance product of official 
anger, interchangeable with any other physical injury that might have 
been inflicted. But examination reveals that it is more than that. Notice 
the time at which Gloucester is blinded: is there anything ironic in this? Is 
there any suggestion in earlier scenes that Gloucester has suffered a kind of 
blindness before he is actually blinded? Consider carefully the language of 
I. ii. Likewise study the language of III. vii to see what it suggests about 
Gloucester’s power of seeing. How is the meaning of blindness given em- 
phasis by part of the dialogue in IY. i? 

Further, note hov r the blindness pattern is used to establish another 
relationship between Gloucester and Lear. Note the lines I. i and I. iv 
which suggest that Lear does not see so well as he ought. Docs the dark- 
ness of the stormy night make any contribution to the pattern? What lines 
in V. iii comment on Lear’s powers of sight? Do any of these carry us back 
to early events in the play? 

Again, are images of sight so used as to contribute to the characteriza- 
tion of the sisters? Note what Lear says about their eyes — i.e., their ways 
of looking at things — in II. iv. How is the sight pattern utilized in IV. v 
and V. iii to comment on their passion for Edmund? Compare with the 
comments on Goneril and Regan those which refer to Cordelia’s weeping, 
and note how these lines amplify the contrast between them. 

In view of what we have said about the tragic flaws of Lear and Glouces- 
ter, how does the sight pattern contribute to the central meaning of the 
play? Would sight be a good symbol for insight? Is there a double meaning 
in such lines as those of Edgar in IV. vi beginning “I ’ll look no more”? 

2. In a previous question (III. 8) we have pointed out that various 
episodes in the play are related to each other in that, whatever their 
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external form, they are all really trial scenes — Lear’s trial of his daughters 
in Act I, his suit against Goncril and Regan (the sisters are both defendant 
and judge) in Acts I and II, his “arraignment” of them in III. vi, and the 
trial of Gloucester in III. vii. Do any other scenes belong to this series? 
What does the series suggest about the state of justice in the world of 
the play? What lines of Lear in the second half of IV. vi amplify the justice 
theme, if we may so call it? Do the characters in the play believe generally 
that justice has disappeared from the world, or do they have faith that it 
will again become dominant ? Study the lines carefully for evidence on this 
point, especially those in the final scene. 

3. Is Edgar’s nakedness a solitary phenomenon, or are other elements 
in the play related to it? Are his changing fortunes in any way symbolized 
by his dress? Why does Lear want to take off his clothes when he sees 
Edgar? Does this episode remind you in any way of his action in I. i, when 
he “divests” himself of his royal power? What other disguises are there 
in the play besides Edgar’s? Are different kinds of personal disguises con- 
trasted? Do any lines about clothes and nakedness deal with the subject? 
Does the fool ever talk about the subject? See I. iv and II. iv. Consider 
Lear’s speech beginning “Poor naked wretches” in III. iv, and his garb 
in IV. iv. Go through the play and find all the lines which refer to clothes 
or which use clothes images, and see whether they constitute a pattern 
which appears to contribute to the meaning of the play. 

4. Miss Caroline Spurgeon has already pointed out the wide use of 
animal imagery in King Lear. There is room, however, for a thorough 
study of the uses which are made of it. In general, we may suggest, there 
are two: the characterization of individuals, and the definition of man’s 
fate in the world. Which characters are presented more completely by 
means of animal imagery? What tone appears to be created by the regular 
use of animal imagery in the presentation'of the world of the play? What 
does it imply about human potentialities? 

5. We have already discussed the way in which Goneril and Regan 
“break down,” so to speak, in their rationally worked out lives and let 
their passion for Edmund be their undoing. Does Edmund love either of 
them in return? Is there some corresponding breakdown in Edmund? Can 
you find a point at which he appears to stop taking firm steps and to begin 
letting things drift? Does he go further than the sisters in reacting from his 
scheming career? What traditional or emotional responses appear in him 
in the latter part of the play? What do his reactions in V. iii suggest about 
his code of life? That it is unsatisfactory in any way? 

6. Many critics have pointed out the ironic correspondence between 
the storm which beats about Lear’s head and the inner storm which leads 
to his madness. Is the storm put there simply because it is a parallel to 
Lear’s mental storm? Is it prepared for in advance? What other meanings 
might it have besides the one already suggested? Might it also symbolize 
the moral state of the world of the play? What comparisons occur to Lear 
when he talks about the storm? 
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7. Are Edgar’s concluding lines in V. iii merely convenient couplets, or 
do they make any contribution to the meaning of the play? Do they fit 
into any of the language patterns? 

8. Some critics have suggested that in Cordelia there is at least a sug- 
gestion of a tragic Haw — a certain proud inflexibility in the face of Lear’s 
request. Does this argument seem tenable? Does Cordelia have a large 
enough part in the play to be considered of really tragic stature? Ascertain 
how many scenes she actually appears in. 

9. We have spoken of the “rational” quality in Goneril, Regan, and 
Edmund. On the other hand, how much “rationalization” (in the psycholo- 
gical sense) is there in Edmund’s speech in I. ii? How much rationalization 
appears in any of the three of them otherwise? 

10. What is the irony of Edmund’s lines to his father in I. ii beginning, 
“. . . if you violently contend against him”? 

11. Notice Gloucester’s speech early in IV, i in which he says, apos- 
trophizing Edgar, “Might I but live to see thee in my touch, I ’Id say 
I had eyes again!” Compare this with Oedipus’s speech, just before Antig- 
one and Ismene are led in almost at the end of Oedipus the Kin g: “Ah, 
could 1 but touch them with my hands, I should think that thev were with 
me, even as when I had sight.” Does the resemblance between the speecnes, 
written independently in different civilizations, tell us anything about the 
working of the artistic imagination? Does it suggest that, in comparable 
situations, certain symbolic modes of expression are likely to recur? 

FURTHER READING 

A more elaborate discussion of many of the points raised here may be 
found in Robert B. Heilman’s This Great Stage (Baton Rouge: Louisiana 
State University Press. 1948). 

NOTES AND QUESTIONS ON OTHELLO 

1' (Line numbers in references to Othello, Macbeth, and A ntonv and 
Cleopatra are those used in the Globe, Arden, Yale, and Kittredge editions.) 

I. The student will quickly recognize certain similarities between Othello 
and King Lear. Perhaps the most obvious likeness is that between lago 
and Edmund, between Iago’s psychological manipulation of Othello and 
Edmund’s of Gloucester; and in his hard, unprincipled aggressiveness lago 
is also clearly related to Goneril and Regan. We have already used the 
term rationalist to describe the evil characters in Lear. In lago we again 
see a sharp sense of fact, a shrewd observation of how people respond to 
stimuli and how their minds work, and a complete exclusion of any “irra- 
tional” considerations — such as duty or loyalty or honor — which might 
interfere with his using, to his own advantage, the human facts of which 
he is a master. In certain ways, then, a knowledge of Lear gives a good 
start in the understanding of Othello. What kind of conclusion about 
Shakespeare is suggested by the occurrence of similar motifs in these two 
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plays? Do they indicate that he had a rather sharply defined conception 
of the nature of evil, or at least of one of the sources of evil f 

2. In King Lear we found the rationalist characters occasionally “ra- 
tionalizing,” that is, finding apparently reasonable justifications for con- 
duct they had already determined on. Does I ago ever rationalize in this 
sense of the word? What about his several statements that his wife had 
been unfaithful to him with Othello? Some critics have regarded these 
statements as evidence of a belief honestly held by Iago. Is Iago, however, 
the kind of person to rest in a suspicion? To be unable to secure informa- 
tion if he really wants it? Do his brief statements of his suspicion indicate, 
any real perturbation? Compare the language of Othello when Othello 
really comes to think that Desdemona is unfaithful. Or again, may Iago’s 
suspicion be explained, as one critic has suggested, simply as the product' 
of his general cynicism about human beings? But if it is that, what ground 
does he have for his apparent resentment? If Iago really thought that 
Emilia had been unfaithful, might he not be expected sooner or later to 
make some direct accusation of her, especially, perhaps, in the final scene 
when he is very angry at her and might by so doing attempt to impeach 
her testimony? 

What other motive might account for lago’s conspiracy? Does jealousy 
of Cassio seem an adequate explanation? Or must we, at least in part, 
regard Iago on the symbolic level, and consider him as an embodiment of 
the evil in the world, apparently existing spontaneously and becoming a 
kind of natural antithesis to the goodness of Othello? Study, in this con- 
nection, some of Iago’s longer speeches, especially the soliloquies. Notice 
that in I. iii, lines 373 and 392, he says, “I hate the Moor.” Since Othello 
is presented primarily as a lover, may not this antithesis of love and hate 
symbolize the opposition of good and evil ? 

3. To look a little further at the possible parallels with King Lear, we 
might suggest that Iago’s cold, hard reason, like that of the rationalists in 
King Lear, is not enough, even for merely practical purposes; Iago’s sense 
of fact never includes a sense of moral or spiritual fact. Hence, he is really 
an example of “madness in reason.” Yet this particular formulation of 
Iago’s failure hardly occurs to us, because there is not a developed madness 
pattern as there is in King Lear. But it is worth noting that in one place 
Othello says (V. ii, 107-109) that the “error of the moon” (i.e., the 
deviation of the heavenly body associated with both love and insanity) 
“makes men mad.” This seems almost like a germ of the structural pat- 
tern used in King Lear (which very probably was written somewhat later 
than Othello). What does this fact suggest about the relationship of the 
two plays? In which one is Shakespeare more concerned with the problem; 
of knowledge? Which one develops more complexly the potentialities of 
the materials? 

4. If the opposition between Iago and Othello does not turn on the 
paradox of madness, it is of course clearly developed in other terms. 
Othello, for instance, is conspicuously lacking in Iago’s sense of fact — in, we 
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might almost say, Iago’s scientific sense; Othello gets his facts badly con- 
fused; he mistakes appearances for evidence, and then makes the wrong 
inferences. He is a well-meaning, but muddled man; in some ways he does 
not fall very far short of a human type for whom we are likely to have 
contempt. And here we come to another problem: if Iago resembles Ed- 
mund, does Othello resemble Gloucester? If he does, is he suited to be a 
tragic hero? Is he anything more than the pitiable victim? Gloucester, as 
we have said, is generally a passive character; he is always giving in to 
various pressures. Does Othello, then, merely give in and, at the end, 
despair? Or does he act with the positiveness of the tragic hero? If, unlike 
Iago, Othello constantly errs with regard to the facts, where is he, so to 
speak, correct, accurate? What does he have that Iago lacks? What ul- 
timately determines his course of action? May we not call it the moral 
sense, or perhaps the sense of justice? Othello, we observe, is generally 
presented as a strong, upright, commanding person who evokes the ad- 
miration and affection of his associates; the killing of Desdemona by such 
a person becomes, then, something more than mere murder or private 
revenge or wanton brutality. This is not to defend the murder, but it is 
important to understand it; and what we should see is the sense of a 
violated code which lies behind Othello’s act. The student should examine 
carefully Othello’s lines in V. iii for evidence that Othello’s emotions are 
interfused with a sense of the principle involved. Thus, acting in a way that 
seems justified and necessary, he acts positively; and the tragic irony is of 
course that he is bringing about his own doom. But what is especially 
important for the understanding of Othello is that he invokes his prin- 
ciples not only to punish Desdemona but also to punish himself. This is the 
important difference between Othello’s suicide and Gloucester’s attempted 
suicide; Gloucester acts in despair, but Othello acts in justice. How is this 
apparent in his lines just before he stabs himself (V. ii, 350-55)? Why is it 
important that, although Othello does try to attack Iago, the final scene is 
focused rather on what he does to himself than on what he does to Iago? 
In our impression of Othello, what is the significance of his confessing his 
deed (V. ii, 128) when it might have been technically possible for him to 
evade the issue ? 

5. Although Gloucester and Othello are both victimized by cunning, 
Gloucester is a more “worldly” person than Othello, who might be an al- 
legorical figure of innocence. In Iago and Othello, indeed, we see the serpent 
and dove (compare the final paragraph of Question 2). Here Shakespeare 
introduces a very effective irony: innocence is usually thought of as the 
antithesis of evil, yet here evil comes, at least in part, from or through 
innocence. Othello’s innocence, his unsuspectingness, his failure to test 
the facts, is a part of his tragic flaw. In what way does Desdemona’s 
innocence — and, indeed, her sense of her own innocence — contribute ironi- 
cally to the tragic outcome? Tragedy can be identified by its concern with 
the reality of the flaw, and with the complications that attend upon the 
operation of apparent virtues. Given the same initial situation, how 
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might a melodrama have developed the tension between Iago and 
Othello? 

6. If Othello is only partly like Gloucester, to what extent does he be- 
come a tragic hero of the same stamp as Lear? Note the relationship be- 
tween their decisive acts which bring about their downfall. Yet in Lear 
we see so much more time devoted to the consequences of the tragic act; 
in Othello most of the emphasis is upon the plotting which leads up to the 
tragic act, upon Iago’s misleading of Othello. What does this fact suggest 
about the relationship between the plays? Is there any difference in tone? 
Which seems to penetrate more deeply into the human sufferings pro- 
duced by the evil to which man is not immune? Does Iago’s “working on” 
Othello ever seem tediously drawn out? 

7. In King Lear and Oedipus the King , which we have dealt with at 
length, as well as in Macbeth, which is treated briefly in the present section, 
and in the Oresteia, which is discussed in Appendix A, we have seen a pub- 
lic action — that is, a tragic experience of certain individuals which trans- 
cends their own lives and has repercussions throughout the societies in 
which they are public figures. In Othello, however, the situation is essen- 
tially private, even though Othello himself is a public figuie of some im- 
portance. Does this fact seem at all to narrow the interest and significance 
of the play? 

To return to Question 6, in which we were distinguishing between the 
tragedy which is concerned with the preparation for the tragic act, and 
that which is concerned with the consequences of the tragic act : can we say 
that the latter is in the main of the “public” rather than the “private” 
type ? 

8. How far does Othello come to understand what he has done? To 
what extent is this consistent with the tragdies which we have examined? 
Does the evidence justify our saying that self-knowledge, especially self- 
knowledge which is achieved too late, is a characteristic experience of the 
tragic hero? To what extent does the tragic experience appear to be ac- 
companied by an awareness of having by one’s own action thrown away 
a good? Might it be argued, perhaps, that the illumination to which the 
tragic hero comes is one of the ways by which tragedy achieves its effect, 
that is, becomes quieting and reassuring rather than disturbing and de- 
pressing? If so, rve might argue that this illumination is essential to tragic 
meaningfulness and that what may seem, at first glance, an “unhappy” 
ending becomes something quite different because of the element of under- 
standing. Conversely, the really depressing and unhappy ending would be 
that on the “darkling plain . . . Where ignorant armies clash by night,” 
or, we may add, where there is merely an illusion of understanding. ' 

9. We spoke, in Question 2, of Iago’s rationalism. Note how, in various 
speeches to Roderigo (I. iii and II, i), Iago reasons about love — about 
Roderigo’s own passion for Desdemona and about the probable outcome of 
the Othello-Desdemona relationship. What is ironic about Iago’s reasoning? 

Aside from such irony, however, we observe a kind of antithesis between 
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lago’s reason and Othello’s love as the source of their attitudes to experience 
(perhaps, looking back at Question 3, we might say that Othello’s love is 
the equivalent of Lear’s madness). In fact, it may be possible to consider 
love the basic theme in the play and to find in the variegated treatment of 
•^love an organic pattern. There is, of course, the central passion of Othello 
and Desdemona. This is set off against lago’s constant protestation of love 
for Othello, and Othello’s reiteration of belief in lago’s love: here we have 
hate ironically disguised as love (compare the suggestions made in the final 
paragraph of Question 2). Othello’s love for Desdemona is contrasted, in 
another way, with the hysterical passion of Roderigo, and Desdemona’s 
deep feeling for Othello with her friendly affection for Cassio (‘‘the love I 
bear to Cassio”). The Othello-Desdemona relationship is partly paralleled 
by that between Cassio and Bianca, and is contrasted with that between 
Iago and Emilia, whose matter-of-fact unemotional collaboration gives 
way, under the impulse of Emilia’s devotion to Desdemona, to mutual 
contempt and hatred. Against all the love is lago’s rationalistic disbelief in 
love as a value. 

The central irony is that nearly all these relationships end badly, almost 
as if to justify Iago. Love, which “conquers all,” fails to bring about a 
single peaceful and harmonious relationship. The student should note, in 
addition, all the ironies of detail, some of which have already been men- 
tioned. Further, what is ironic about Cassio’s not wanting to be seen with 
'• Bianca for fear Othello will not like it (III. iv, 192 ff.)? About Bianca’s 
and Desdemona’s being called “strumpet” and other such terms? What 
kind of comment on such terms is made by the final conduct of each young 
woman? What is the irony of III. iv, 26 ff. ? 

Is Shakespeare’s attitude one of ironic and cynical disillusionment? Is 
Othello’s “loved not wisely but too well” a way of saying that wisdom in 
love consists of withholding a safe share of devotion and looking out for 
oneself? Or is some other definition of wisely implied? Are we to believe 
that lago’s materialistic definition of love is wise? How does our attitude to 
Iago influence our conception of the meaning of the play? Even if love 
does not bring about happy endings, do other values persist which keep 
the play from seeming cynical? 

In case the success with which Iago misleads Othello should itself seem to 
be merely a cynical commentary upon the blindness of love, ought we not 
also to take into account the special circumstances of the relationship be- 
tween Desdemona and Othello? Is not Shakespeare really making a shrewd 
psychological analysis of their particular situation? Note that each is to the 
other something of an exotic: he, a Moor, experienced in war from boy- 
hood; she, the delicate and sheltered Venetian girl. In this connection, 
recall Othello’s speech telling how he won her (I. iii, 128 ff.). The point is 
not that these people are not in love with each other, not that they are 
merely infatuated; nor that their love is not deep and sincere; nor even 
that love is necessarily foolish. Should we not rather understand that the 
fact that neither of the principals as yet “knows” the other fully plays into 
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Iago’s hands? If they had been married for a number of years, would Iago 
have found his task more difficult? 

A final clue to the tone of the play may rest in a comparison of Othello 
with two other plays in this book which present many variations upon the 
love theme — The Way of the World and The Sea Gull. Note that the three 
different treatments involve quite different tones. From which of the two 
other plays does Othello most differ? Why? May Othello be distinguished 
from the other two in that Othello’s problem does not have the social 
aspect with which both Congreve and Chekhov are concerned? Show how, 
in Othello more than in the other two plays, the problem is almost entirely 
an inner one for the protagonist, not one that involves a struggle against 
outer forces. Does this fact help in identifying Othello as a tragedy rather 
than another type of play? 

10. In considering the tone of the play, the problem raised in Question 9, 
the student should take into account the imagery of the play. Miss Caroline 
Spurgeon {Shakespeare’ s Imagery) has pointed out that there are a great 
many images reflecting animality and sexuality, sometimes in combination. 
The student should make a collection of these images and see how they 
work. Do they appear to reflect the author’s view of human life, or are they 
dramatic expressions of the point of view of one character or another? Do 
they grow out of the momentary mood or the mental habits of the char- 
acter? Are we invited to sympathize with or to respect the character’s 
point of view? 

The student will notice, also, the use of the word poisons in V. ii, 363. 
There are a number of other uses of this word or related words. How does 
such repeated usage affect the tone? Does it suggest that the ill success of 
love is an inevitable occurrence or that it becomes inevitable only under 
certain circumstances ? 

11. Does the play make much use of contrasting images of light and dark? 
What purpose do such images serve? Are they ever used ironically? 

12. Is there any resemblance between Emilia of Othello and Albany of 
Lear? 

13. Some critics have argued that it is inconsistent for Othello to be 
persuaded by Emilia in V. ii when in IV. ii he remains unmoved by her in- 
sistence that Desdemona is chaste. Can you defend the apparent change 
in Othello? How might the fact that he has killed Desdemona affect his 
susceptibility to persuasion ? 

14. What is the function in the play of the events of Act I, in which Iago 
makes his first and unsuccessful effort to get Othello into trouble? Act I, of 
course, shows how cunning and unscrupulous Iago is, and how much honor 
and dignity Othello possesses. But it also shows Othello managing a situa -4 
tion much better than he does later in the play. Is this misleading? On 
reflection, however, we note that here (1) Othello knows all the facts; 
(2) Brabantio, his antagonist, is an excitable, unscheming sort of person 
with whom it is not too difficult to deal; (3) the Duke, if only in a small 
wav, aids the cause of justice by acting as moderator. When we see, 
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then, how everything happens to Othello’s advantage, and see also how 
thoroughly unprincipled Iago is, do we not anticipate, even in the midst of 
Othello’s initial triumph, the danger which lies ahead for him? 

15. What is the irony of I. iii, 292-97? 

16. In what way does II. iii, 223 ff. suggest the technique of Edmund in 
making Gloucester suspicious of Edgar? Also III. iii, 35 ff- an d 96 ff. ? Note 
Iago’s daring in III. iii, 165 IF., and point out the comparable daring in 
Edmund. 

17. Analyze Othello’s figure of speech in III. iii, 434 ff. 

18. It has been charged that some of Othello’s language is too rhetorical 
to be wholly effective. One of the figures of speech likely to produce a 
rhetorical effect is hyperbole. Notice Othello’s use of hyperbole in III. iii, 
''443-4, 454 ff.; IV. i, 186; V. ii, 74-5. Can you make a case for these figures 
as doing justice to the intensity of Othello’s feeling? Or must the passages 
be considered merely “rhetorical”? 

19. A famous, though not respected, critique of Othello is that of Thomas 
Rymer in A Short View of Tragedy (1693). Rymer’s criticism is an extreme 
example of the application of the “rules” (see Index); it also exemplifies a 
kind of critical attitude to Shakespeare which recurs in the seventeenth 
and eighteenth centuries. Below are some of Rymer’s criticisms. How would 
you answer them? 

a. The language is not suitable to the characters and circumstances. The 
words in II. i, 67 fF. are not those of “the exchange or insuring office.” 

b. To call Othello “the Moor of Venice” gives him a “pre-eminence 
which neither history nor heraldry can allow him.” 

c. The only moral is that girls should not “run away with Blacka- 
moors” “without their parents’ consent” and that wives should “look well 
to their linen.” 

d. It is improbable that a Moor would rise to such position in the state 
or win a wife of such distinction. 

e. Othello does not act like a general except perhaps in “killing himself 
lo avoid a death the law was about to inflict upon him.” “His love and his 
jealousy are no part of a soldier’s character unless for comedy.” 

/. Iago is “most intolerable”; i.e., he is incredible as a soldier. Shake- 
speare was using “something new and surprising, against common sense 
and nature.” 

g. Iago and Roderigo have no right, no provocation, to be as familiar 
with Brabantio as they are in I. i. 

h. The hearing of Brabantio’s case in the middle of the night is im- 
probable. 

i. The change of place to Cyprus in Act II is bad; the author “had it 
never in his head to make any provision of transport ships” for the au- 
dience (see Unities in Glossary and Index). 

j. In II. i, 83 ff. Cassio shows too great intimacy with Desdemona and 
Emilia; he is unsoldierlike. 

k. At Cyprus, the general conduct is incredible in “ a town of war.” 
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l. Othello’s jealousy is improbable. 

m. Concerning the vituperative language Othello uses to Desdemona: 

. . for his excellency, a my lord general, to serenade a senator’s daughter 

with such a, volley of scoundrel filthy language is sure the most absurd 
maggot th^f ever bred from any poet’s addle brain.” 

NOTES AND QUESTIONS ON MACBETH 

1. For the student using this book, an obvious way in which to approach 

Macbeth is through certain resemblances between Macbeth and Oedipus jte 
King: both plays deal with a prophecy and the realization of that proph- 
fecy; and in both, the protagonist’s attitude toward fate becomes of 
paramount importance. v ! 

/in Oedipus the King th e prophecy is a double on e (the oracle given to 
Laius and that given to Oedipus), neither aspect of which Oedipus wishes to 
see realized, but both of which, he finds, are realized in the end — the two 
prophecies ultimately coming to the same thing” In Mac beth, the prophecy 
is also a double one, that giving th e crown to JVIacbeth, winch Macbeth is 
an xious to see realized: and the other, riving the succession to Banquo’s 
childre n, wliich Macbeth hope s to frustrate But \n~M acbeth , as in OedipuT\ 
the King, the two prophecies become finally one: the protagonist’s efforts 
to bend fate to his will actually fulfill the prophecy. What other parallels, 
if any, exist between the tw-o plays? granting the great diffeiences be tween 
Lady Macbeth and Jocasta, do they have any traits in comm on? Compare 

Their attitudei~t oward supernatural revelations. Compare the attit ude _o f 
each toward heFT ushand: ~ ' ' 

2. What is accomplished by the first short scene involving the witches? 
The scene introduces the witches, it is true, but does it do anything to 
'establish the mood of the play? What is suggested by the statement of the 
third witch thafThey intend ‘‘to meet with Macbeth”? (As we shall see, 
they also meet Banquo, and they have something to say to him also.) 

3-^Note carefully the difference between the reactions of Macbeth and 
Banquo to the speeches of the witches. Which speaker is the more in- 
terested? Which takes them the more seriously? How do you know'? Com- 
pare also the different reactions of Macbeth and Banquo to the confirma- 
tion of the prophecy that Macbeth shall become the Thane of Cawdor. 

4. Shakespeare has been highly praised for the fine psychology displayed 
in the gradual development of Macbeth’s decision to kill the king: first, a 
lively, though still innocent, ambition for the thr oney then amfntion 
coupled with hope; then guilty f antasy, whic h h orrifies his conscience; 
and finally the broachin g of the matter to Lady Macbeth — even though at' 
tin s point he still is not committed WTa~llecisibri>- Find the lines in I. iii 
andL tv which justify this account of the stages of his guilt. Does this 
account leave out any stages? If so, fill them in. 

5. How thoroughly does Lady Macbeth understand her husband’s na ; 
ture? How do the antecedent scenes serve to give us confidence in her 
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analysis made here (I. v) ? Does her understanding of her husband serve 
to justify her precipitancy herp in resolving on the murder? Lady Macbeth 
tells Macbeth that his “face ... is as a book where men / May read 
strange matters” (I. v, 63-64). What does she mean? In what way is this 
observation justified subsequently in the play ( e.g ., see III. iv) ? 

6. Read carefully the speech of Macbeth at I. vii, 1-28. Are Macbeth’s 
scruples sincere? Is the fact that he has scruples at the last moment in 
character? Note the basic reproach which Lady Macbeth levels at him: 
that he is a weakling, a baby, not a man. Notice that the point recurs 
throughout the play: Macbeth asks the assassins„o£T 5 anquo whether they 
are men (III. i, 101-68) and later exclaims (III, iv, 99-107) “What man 
dare, Ldare. . . . Why so: being gone, I am a man again.” Can it be said 
that Macbeth’s essential damnation resides in his attempt to steel himself 
against pity and to assume the inhuman manliness which Lady Macbeth 
urges on him? Is Macbeth a sensitive and imaginative man? How do you 
know? 

7. In reassuring her overwrought husband, Lady Macbeth says that 
“’tis the eye of childhood / That fears a painted devil” (II. ii, 54-55) and 
“A little water clears us of this deed” (II. ii, 67). Does she believe this her - 
self? Is she trying to believe it? (cf. II. ii, 13-14 and V. i, 38 ff.). Is Lady 
Macbeth a coarse and insensicive woman? Or is she a woman of a grea : 
deal of sensitivity who keeps herself under an iron control? Justify you • 
answer. 

8. Is the drunken jesting of the porter (II. iii) beneath the level of a 
serious play? Or if it is justified, in what terms: as providing contrast? In 
relaxing the tension of Scene ii so that we may feel the tightening of tension 
once more with the discovery of the murder? Or W'hat? 

9. What are the motives which make Macbeth resolve to kill Banquo? 
Fear that Banquo suspects him of Duncan’s murder? The fact that the up- 
right Banquo is a standing rebuke to his own conduct? Banquo’s “royalty 
of nature,” “valor,” and “wisdom”? The fact that the witches have prom- 

1 ised that Banquo’s sons shall inherit the throne? Note that if Macbeth 
. were anxious only to have the throne for himself — if he had no desire to 
found a dynasty — he would probably act most prudently by committing 
no additional murdeis. Note also, in this general connection, (4) the 
general and almost intangible quality of Macbeth’s fear of Banquo, and 
(2) the fact that it is just after the appearance of Banquo’s ghost at the 
banquet that Macbeth resolves to seek the counsel of the witches once 
more. 

10. How does III. ii, with its account of the terrible dreams that afflict 
both Macbeth and Lady Macbeth, prepare for what happens in Scene iv? 
Lady Macbeth had said (II. ii), “These deeds must not be thought / After 
these ways; so, it will make us mad.” Have they been successful in avoid- 
ing thoughts of their deeds “after these ways”? Does Scene ii bear on the 

-motivation for Banquo’s murder: that is, is it possible that Macbeth feels 
that the murder of Banquo will somehow solve matters? 
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11. What is the significance of Macbeth’s refusal to tell Lady Macbeth 
of his arrangement to dispose of Banqun (III. ii, 45-46) ? Is he trying to 
show that he can plan and execute a murder independently of her help? 

12. When Macbeth sees Banquo’s ghost, Lady Macbeth immediately 
accounts for it as the product of Macbeth’s fear: “This is the very painting 
of your fear: / This is the air-drawn dagger, which, you said, / Led you to 
Duncan” (III. iv, 61-63), and she goes on to reproach her husband for 
being a baby, not a real man. (Compare her reproaches in Acts I and II.) 
May it be said that, in part at least, Macbeth’s tragedy is just this: he has 
too much imagination, too much sensitivity, too much conscience to as- 
sume the “manliness” which his wife urges on him? Is he shocked that, 
even after his wife’s tutelage, he still finds himself looking on his world with 
“the eye of childhood /That fears a painted devil”? Analyze the irony 
involved in Macbeth’s bewildered comment: “the times have been / That, 
when the brains were out, the man would die, / And there an end” (III. iv, 
78-80). Has he really adopted his wife’s overbrittle rationalism? Consider 
Macbeth’s last speech in Act III (iv, 142-4). Is it ironically pathetic? Does 
he believe in his explanation? How does it testify to his essential damnation! 

13. Why is it appropriate that we should see the beginning of the rally 
against Macbeth (Act IV. vi) so soon after the scene in which Macbeth’s 
demoralization is shown? 

14. Why does Macbeth return to the witches? Does he really’ expect 
them to recall their prophecy concerning Banquo’s children? May one 
state his dilemma in this way: if the witches really know the future, then the 
future is fixed and it cannot be altered by having the witches unsay what 
they have prophecied concerning Banquo’s children; if the witches do not 
know the future, then a comforting prophecy from them is of no value 
anyway? Or, may one put the matter thus: Macbeth wants to eat his cake 
and have it: he wants the witches to tell the truth with regard to his for- 
tunes— but falsehoods with regard to Banquo’s? Macbeth in his disappoint- 
ment curses the witches: “And damn’d all those that trust them” (IV. i. 
137-38). But does he not continue to trust them ? Does he not, like Oedipus, 
thus pronounce a curse upon himself? Granted that Macbeth’s logic with 
regard to the witches involves a contradiction, what of Shakespeare's treat- 
ment of his psychological states? Is the psychology sound? 

15. What is the general purpose of IV. ii? Why does Macbeth order the 
slaughter of Macduff’s wife and children? Is the innocent prattling of the 
child intended merely to call forth pathos? When the murderers enter, 
Lady Macduff speaks what amounts to a prayer for her husband’s safety, 
and the little boy denounces the charge of treason against his father as a lie. 
How are these speeches related to their conversation earlier in the scene'? 
Is the child’s defiance of Macbeth’s murderers symbolic? What does it 
symbolize, if anything? 

16. Scene iii (IV) depicts the gathering of the forces that are to unseat 
Macbeth. Why does Malcolm traduce himself before Macduff as he does? 
Notice the use of understatement to indicate the anguish with which 
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Macduff hears the news of the murder of his wife and children. How is this 
incident used to suggest the intensity and resolution which is coming to 
possess Macbeth’s enemies abroad ? 

17. In Act V there is a rising tempo, as one misfortune after another falls 
[ upon Macbeth until he is swept to his death. In attempting to account for 
the effect of crescendo that is given, consider the following factors: (i) the 
alternation of scenes inside Macbeth’s castle and outside it, in which his 
enemies are portrayed as coming steadily nearer the castle; (2) the suc- 
cession of scenes in which his inner defenses crumble — Lady Macbeth’s 
madness, her death, Macbeth’s increasing feeling of loneliness and even 
listlessness; and (3) the gradual crumbling of his trust in the witches’ 
prophecies as one after another is realized in an unexpected sense. 

I’ 18. How have Lady Macbeth’s sleepwalking and reenactment of the 
murder been prepared for? Why is it especially ironic? Remember her earlier 
confidence: “A little water clears us of this deed” and her sarcastic refer- 
ence to “the eye of childhood / That sees a painted devil.” Why is it 
dramatically more effective to portray her, rather than her husband, as 
cracking under the strain ? 

19. Compare Macbeth’s hanging on to the last shreds of hope afforded 
by the witches’ prophecies with Oedipus’s clinging to the hope that the 
herdsman may prove him innocent. Can Macbeth hope further? Is the 
psychology involved in his desperate clinging to hope good psychology ? 

20. In V. iii, Macbeth, in speaking of Scotland, ironically uses the same 
comparison that Macduff and Malcolm use in IV. iii: Scotland is like a 
wounded or sick human being. Macbeth tells the physician that if he could 
“find the disease, / And purge it to a sound and pristine health, / I would 
applaud thee to the echo. . . .” Macbeth, of course, is himself the disease 
that must be purged away. Compare the situation with that of Oedipus, 
who is himself the curse from which Thebes suffers; note, also, the literal 
state of “disease” in Thebes. 

( 21. In V. v, Macbeth says: “I have supp’d full of horrors: / Direness, 
familiar to my slaughterous thoughts, / Cannot once start me.” He is 
apparently telling the truth : he is not afraid. He has at last succeeded in 
putting on the inhuman manliness which Lady Macbeth has urged him to 
put on. But what has been the price he has paid for this desperate bravery? 
Connect this with what Macbeth has to say about the meaninglessness of 
life in his next speech. 

22. Macbeth, as compared with Oedipus the King, seems a play bursting 
with overt action. Does it also show itself to be, nonetheless, a pla y about 
the a cquisition of knowledg e? What knowledge about fate does Macbeth 
vgain in the play? About human beings in general? About himself? May 
Act V, though filled with exciting action as it is, be said to occupy itself 
with stripping off one layer after another of Macbeth’s illusions? In this 
connection consider the following speeches of Macbeth: “my way of life / 
Has fall’n into the sere,” etc. (V. iii, 22-28); “Canst tho,u not minister to 
a mind diseas’d” (V. iii, 40-45); “Tomorrow and tomorrpw” etc. (V. v. 
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[8-28)/’ “PG begin to doubt the equivocation of the fiend / That lies like 
:ruth” (V. v, 42-44); “And be these juggling fiends no more believ’d. / That 
oalter with us in a double sense” (V. vii, 48-49). Compare what Macbeth 
earns, not only with what Oedipus learns, but with what Rosmer, Faustus, 
and Lear learn. 

23. Note that the witches do not overtly influence the action in any way: 
that is, they do not force events to come about by spells or magic. Their 
influence is exerted in the play entirely through human agency. Note also 
that thev do not lie: they tell the literal truth, although Macbeth manages 
to deceive himself by it. (They do not deceive Banquo: they do not pre- 
cipitate him into an action which he would not otherwise have taken.) We 
need not argue then that Shakespeare intended us to consider the witches 
to be merely creatures of Macbeth’s own imagination. (Banquo also sees / 
the witches, though only Macbeth sees the air-drawn dagger and Banquo’s 
ghost.) Shakespeare, in so far as this play is concerned, evidently does not 
question the existence of the witches any more than Sophocles, in Oedipus 
the King, questions the reality of the oracles and the gods whose messages 
the oracles gave. Yet what is gained by refusing to let the witches act 
directly to bring about events, and limiting their prophecies to literal 
truth, thus throwing the whole burden of the interpretation of what they 
say and the actions which spring from these interpretations, on the human 
being Macbeth? Compare, in this regard, the relation of natural jind | 
supernatural in Oedipus the King. 

1 24. ~By~ the end of the play, Macbeth has suffered great degeneration. 
Malcolm refers to him at the end as “this dead butcher.” Yet may it be 
said that Macbeth, in some sense, holds our admiration to the end? Why? 
Is his unflagging braver} - a sufficient reason for his claim on our admira- 
tion? If not, what further qualities make him, for us, something more than , 
a bloody tyrant, a ruthless butcher? 

25. Some of Shakespeare’s greatest poetry is to be found in this play. 

A. full understanding of the play, indeed, requires an understanding of the, 
poetry. Some of the recurring images, such as those of blood and darkness, 
take on a symbolic value as they are used. But there are other symbols, the 
meaning of which is less easily seen: Miss Spurgeon has pointed out the 
number of images in this play having to do with old clothes. Collect these, 
and consider with them the large number of images involving masks, false 
faces, etc. What symbolic value, if any, attaches to them? Consider also 
how many times in the play the image of the child occurs, sometimes as a 
igure of helplessness, sometimes as a symbol of growth and development, 
sometimes as the image of weakness and tenderness which Macbeth must 
put aside in favor of being a bold and resolute “man.” What patterns of i 
imagery emerge? How are they related to other aspects of the play? 

26. Another of the elements in the play which, as has often been 
pointed out, is used a great deal to help produce the total effect, is sleep. 
Note all the uses. of sleep, in fact or in the words, and try to determine 
what they contribute to the play. 
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FURTHER READING 

There is further discussion of some of the points raised here in Caroline 
Spurgeon’s Shakespeare’s Imagery and in Chapter II of Cleanth Brooks’s 
The Well Wrought Urn (New York, 1947). 

QUESTIONS ON ANTONY AND CLEOPATRA 

We have already gone lengthily into the problem of imagery in discussing 
Dr. Faustus and King Lear. With this rather elaborate start, the student 
should be able to go on and investigate problems of imagery in other plays. 
Several such problems in Antony and Cleopatra are suggested in the fol- 
' lowing questions. 

1. Professor Leo Kirschbaum has pointed out the function of food 
imagery in indicating attitudes of the characters to each other. A typical 
passage is I. v, 29-31. See how many other such passages you can find and 
what they tell about the speaker or the person spoken to or of. 

2. Professor Kirschbaum also points out the prevalence of erotic im- 
agery, especially in the characterization of Cleopatra. Find the relevant 
passages and see what light they shed on the character of Cleopatra. (It 
should be recalled at this point that the character of Cleopatra has been a 
matter of much disagreement among critics. Some think she is inconsist- J 
ently presented by Shakespeare. This is a possibility which the student 
should explore for himself.) 

3. Miss Caroline Spurgeon says that our attention is especially at- 
tracted by “images of the world, the firmament, the ocean and vastness 
generally,’’ and that these determine the tone of the play. The student 
should make a collection of such images and attempt to describe their 
influence on the tone. Is there anything in the characters, or in the action 
of the play, that would correspond to the largeness of which we are con- 
stantly reminded by the terminology? 

4. Miss Spurgeon likewise finds that the play makes considerable use 
of the imagery of movement. After finding some of the illustrative pas- 
sages, consider the question of how suitable such imagery is to the dramatic 
content of the play. 

5. Several passages in V. ii are especially worthy of detailed analysis. 
Study lines 76-100, 206-220, 279-3x2. 

\^'C. How does the Soothsayer in I. ii and II. iii differ from the witches in 
Macbeth? 

y''”’ 7. Is the Clown in V. ii in any way reminiscent of the Fool in King 
Lear? What obvious differences are there between them? 

8.( Does the play in general represent Antony’s relationship with Cleo- 
patra as a fulfilling or a wasting of his potentialities? l(Do the materials 
referred to in Question 3 shed any light on this question ?) Or is there any 
simple answer to the question? Does the consideration of this problem 
give any clue to the essential nature of tragedy? 
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. 9. What does Octavius stand for in the world of the play? 

IO. An excellent problem in connection with Antony and Cleopatra is the 
difference between it and Dryden’s All for Love. Using essentially the 
same materials, Dryden undertook to write a play in conformity with the 
neoclassical “rules.” (Compare the basis of Rymer’s criticism of Othello.) 
Notice how Dryden handles the unities. Study, also, his poetry. What kind 
of imagery does he use? Does he use an imagery as complex and rich as 
that of Shakespeare ? 
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Other Plays — Analyses and Questions 

T hese exercises on additional plays are intended to pro\ ide op- 
portunity for a more complete study of the drama than is made 
possible by the plays which can be printed m a \ olume of this size The instructor 
may wish to assign the plays discussed here to students for individual reports or to 
have the class as a whole read, m the library, some or all of the plays and work them 
out with the aid of the exercises In order to facilitate library work, we have given 
lists of some of the texts or editions in w Inch the v anous plays may be found 
An instructor who prefers a historical approach will doubtless wish to use the 
plays in chronological order (Appendix B will show their relationship to the his- 
torical pattern) 1 he instructor who uses simply a critical approach to different 
types of drama might either take up these plays after he has finished the body of 
the text or else use these plays along with the others In general, of course, the plavs 
(which are arranged alphabetically by author) may be taken up in anv order which 
the instructor prefers The following table merely suggests an order which seems 
profitable to the editors It indicates at what stage m a course the plays mav> in 
their opinion, most suitably be used and, w here possible, connections — by resem- 
blance or contrast — that may be made between these plays and those printed in 
the body of the text 


SIMPLER TYPES 

Shakespeare, Comedy of Errors (Plautus, Menaechmi — a source of Shakespeare’s 
play) 

Second Shepherds’ Play (Plautus, Menaechmi — farce, Everyman — religious drama) 
Morton, Speed the Plough (Plautus, Menaechmi — farce, Lillo, The London Merchant 
— melodrama) 


INTERMEDIATE 

Maugham, The Circle (Wilde, Lady Windermere’s Fan — similar plot and tone) 
Rice, Street Scene (Ibsen, Rosmersholm — problem play) 

Rostand, Cyrano de Bergerac (Congreve, Way of the World — treatment of love; 

Shakespeare, Henry IV — treatment of character) 

Lope de Vega, The King the Greatest Alcalde (Shakespeare, Henry IF, and Ibsen, 
Rosmersholm — political problem, poetry) 

Shaw, Major Barbara (Sheridan, School for Scandal, and Congreve, Way of the 
World — comedy types) 

Howard, The Silver Cord (Ibsen, Rosmersholm — problem play, psychological 
interest) 

\ 
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MORE COMPLEX TYPES 

Aeschylus, OresUia (Sophocles, Oedipus — problems in Greek tragedy, Shakespeare, 
King Lear — relations of parents and children as a tr igic theme) 

Eliot, Murder in the Cathedral ( Everyman and Dr Faustus — drama based on Chris- 
tian tradition, I Henry IV — treatment of history) 

Euripides, Hippolytus (Sophocles, Oedipus — problems in Greek tragedy, Chekhov, 
The Sea G til — treatment of love theme) 

O’Neill, Mourning Becomes Electra (Sophocles, Oedip is — classical drama and 
“modernized” treatment of classical theme, King Lear — family relationships) 
Racme, Phaedra (Chekhov, The Sea Gull — treatment of love contrast in interpre- 
tation of young men) 

Synge, Riders to the Sea (Chekhov, The Sea Gull ; Ibsen, Rosmersholm — symbolism) 


ORESTEIA 

By AESCHYLUS 
and 

MOURNING BECOMES ELECTRA * 

By EUGENE o’NEILL 


It will be interesting and valuable for 
the student to make a detailed compari- 
son of The Oresteia with Mourning Be- 
comes Electra In a sense it may seem an 
unrewarding task (and one which may 
be unfair to either dramatist), since the 
two trilogies are so far removed from 

* Of the rather numerous translations of 
the Oresteia, only the later ones are men- 
tioned here That of E H Plumptre is in 
Vol 2 of Tragedies and Fragments, Boston, 
n d , of Lewis Campbell, in Seven Plays, The 
World s Classics, Oxford, n d , that of 
Herbert Weir Smith in Vol 2 of the Loeb 
Library edition of Aeschylus, New York, 
1926-1927, that of Gilbert Murray in Ten 
Greek Plays, ed Lane Cooper, New York, 
1930, and in Fifteen Greek Plays, ed Lane 
Cooper, New York, 1943 , that of E D A 
Morshead in Vol 1 of The Complete Greek 
Drama, eds W S Oates and Eugene 0 Neill, 
Jr , New York, 1938 

Mourning Becomes Electra was published 
in New York, 1931, and appears also in Nine 
Plays, New York, 1932, and in Vol 2 of 
Plays, New York, 1941 


each other in time and since their rela- 
tions to their respective ci\ ilizations are 
so different Moreover, as the perceptive 
student will soon realize, the purposes 
of the authors are radically different 
But this last statement provides the 
best justification for making the com- 
parison Through such a comparison 
the student may perhaps best arme at 
each author’s intention, a subject which 
is interesting and important to any stu- 
dent of drama One may go on to point 
out that the later dramatist has defi- 
nitely invited a comparison his theme 
at least superficially resembles that of 
Aeschylus, and his characters balance 
those of Aeschylus — Mannon Agamem- 
non, Christine Clytemnestra, La- 
vinia Electra, Brant Aegisthus, Onn 
Orestes, etc Indeed, ei en details of the 
stage set are reminiscent of Greek 
tragedy O’Neill describes the Mannon 
house as “a large building of the Greek 
temple type that was in \ogue in the 
first half of the nineteenth century ” 
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Perhaps the best way to manage such 
a comparison is to observe the relation- 
ship between the comparable parts of 
the two trilogies 

Agamemnon and Homecoming 

1 Compare the motivation of Cly- 
temnestra and Christine Is each drama- 
tist fair to his character? Aeschylus 
makes primary, of course, Clytem- 
nestra’s desire for vengeance for Aga- 
memnon’s killing of their child, but he 
also gives Agamemnon a trace of 
“hubris,” pride (in his own power), and 
has him order Clytemnestn to wel- 
come Cassandra, whom he has brought 
back as concubine O’Neill makes 
Christine’s love for Brant primary, 
though he does suggest a psychological 
explanation for her earlier estrangement 
from Mannon What difference of gen- 
eral intention is shown by the two 
treatments of this mom ation ? What is 
the effect upon the dramatic “stature” 
of each woman? Presumably Clytem- 
nestra once loved her husband, whereas 
Christine has nev er loved hers Does 
this fact render her deed more terrible 
and ironic than Christine’s'’ 

2 Aeschylus does not introduce 
Electra in this play at all Why does 
O’Neill bring Lavinia into his? What 
function does she perform? 

3 The threats to Clytenmestra and 
the suggestions of the \ engeance that 
will fall upon her ire a oiced, m the Aga- 
memnon, by the Chorus of old men, in 
Ilomecommg the threats arc spoken by 
Lavinia What is the difference in effect? 
Does the method make O’Neill’s play 
less general and public, more private 
and “ psychological ” ? 

4 One ofythe finest passages in the 
Agamemnon is Cassandra’s prophecy as 
she stands before the doomed house of 
Atreus and describes the Furies which 
she sees settled upon its roof Is there 
any comparable passage m O’Neill’s 
play? O’Neill too sees his House of 


Mannon living under a curse What is 
the nature of that curse 1 ' Does O’Neill 
succeed m making it more inward and 
intangible than that which haunts the 
House of Atreus? Is the interpretation 
of the curse given by Aeschylus more 
primitive and therefore more gross? 

The Libation-Pourers and The 
Hunted 

1 The motive of Electra in wishing 
to avenge her father is relatively more 
straightforward she grieves for him 
and she hates his murderers The motive 
of Lavinia is complex Why has O’Neill 
complicated it? In the interest of 
plausibility? In the interest of “psy- 
chology”? 

2 Onn is decidedly weaker than is 
Orestes His mother and sister struggle 
over Orin, each trying to win him to 
her side Why has O’Neill felt it neces- 
sary to make this basic change m the 
character? What is the motive, con- 
scious or unconscious, which decides 
him to kill? 

3 Is Orestes in the scene in which his 
mother begs for her life implausibly cool 
and unfeeling? Does the following com- 
ment of the Chorus help suggest the 
struggle that goes on in his mind’’ Does 
his speech following his execution of his 
mother and her paramour suggest the 
struggle 5 (The speech of triumph breaks 
down into an argument that he has 
been justified, and this in turn into his 
horrified vision of the Furies ) 

4 Is the psychology here subtle 
enough? Notice that the Furies are not 
seen by the members of the Chorus, who 
attempt to assure Orestes that these are 
merely “fancies,” at which he bursts 
out with “Can you not see them?” 

5 In O’Neill’s play the revulsion of 
Orin at his mother’s death is given a great 
deal of prominence Does it involve a 
more subtle psychology than that of 
Orestes? Why has O’Neill found it 
necessary to complicate it with jealousy? 
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The Eumenides and The Haunted 

With these final plays m the trilogies 
the dramatists move much further 
apart, and their radical difference m 
intention becomes very clear indeed In 
The Eumenidt i the curse is purged 
away, the deities of heaven and the 
lower world are reconciled, and a new 
order of justice is established 1 he 
trilogy ends “publicly” with a religious 
rite and with a song of rejoicing on the 
lips of the worshippers Good has come 
out of Evil, though not without gre it 
suffering the w arnng cl urns of reason 
and instinct come into harmony 

In 7 he Haunted the curse is confirmed 
Lavinia gives up her hopeless struggle 
to lay the ghosts of guilt She orders the 
shutters of the \Iannon house to be 
nailed up and walks into the house, 
closing the door behind her She in- 
tends to “punish” herself “until the 
curse is paid out and the last Mannon 
is let to die ” 

In a sense, therefore, the O’Neill play 
may seem to be darker, more bitter, and 
therefore more “tragic” than that of 
Aeschylus, v\ hich, indeed, ends on a note 
of triumph — -is indeed one of the Greek 
“happy tragedies ” But before we dr nv 
any such hasty conclusion, it will be 
wise to see with what, ultimately, each 
dramatist is concerned 

It ought to be apparent th it Aeschy- 
lus is throughout the three plays con- 
cerned with the moral meaning of the 
actions w Inch he describes Each of the 
char icters is caught between warring 
claims — Clytemnestra between a desire 
to av enge her daughter and her vows to 
her husband, Orestes, between the ne- 
cessity to avenge his father and his 
fill il ties to his mother, Agamemnon, 
between his love for his daughter 
Iphigcnia and his position as com- 
m inder of the Greek host Even the 
deities are so caught Apollo would as- 
sert the right of lex talioms, the Eu- 
menides, the claims of blood-guilt in- 


curred by the murder of one close m 
blood Whether or not Aeschylus has 
reconciled these conflicting claims, or 
vv hether, having reconciled them for his 
dav and time, he has also provided the 
modern reader vv ith i s itisfying recon- 
ciliation, he has at least been con- 
cerned with the nature of justice The 
action interests him in terms of moral 
significance He continu illy raises the 
question of ih\ as he explores the evils 
which come from the house of Atreus 

O’Neill, on the othei hand, clearly 
seems interested m the “psychological 
how ’ — the t mglcd vv eb of complexes 
that accounts for the ictions of his 
characters Here he his drawn heavily 
upon the discov erics of students of ab- 
normal psychology like 1 reud But does 
his drama tr inscend the “ c ise history” ? 
Does his interest become mote than 
“ clinic il”> 

1 he student should ponder these 
questions before trying to decide the 
issue of which trilogy is more nearly 
t> pic il of tragedy 1 he conclusion of the 
On rttia may seem “h ippier” than that 
of Mourning Bicomt 1 ken a, but the 
former attempts to arrive at l sort of 
equilibrium of moril forces — in equi- 
librium achieved in other Greek plays 
by the death or ruin of the prot igonist, 
and tragedy, considered historically, has 
alvvivs m mifested such a concern 

1 \\ hy, in terms of the dr imatist’s 
purpose, can I Iectr i be left out of The 
Li memdes completely while Lavinia 
comes to dominate Tht llaunttd ? 

2 Is Orestes let oft too lightly in lhe 
Eumenides ? If he is justified, in what 
terms is he justified, and what is the 
nature of the qualifications which, the 
dramatist suggests, surround his justi- 
fication' 1 

3 Granted, in the case of both the 
Greek and the American play, that the 
circumstances depicted ire most un- 
usu il, which pi ly is the less “spcclll 
of the two f Which the more universal ? 

4 At the end of Act III of The 
Haunted Lavinia, who has hated her 
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mother, exclaims, “I’m Mother’s 
daughter — not one of you. I’ll live in 
spite of you!” How does O’Neill ac- 
count for this volte face? Point out other 
shifts of the sort in the sympathies of 
the two Mannon children, and account 
for them. 

5. In The Eumenides Orestes, after 
the verdict in his favor, leaves the scene, 
though the debate between the deities is 
far from settled. Does his retirement 
point to the fact that the problem in 
which he is involved is larger than his 
own fate, and that the dramatist wants 
to put the final emphasis on a general 
principle, not upon the fate of a par- 
ticular individual? 

6. The deities who take the stage in 
The Eumenides are moved by the pas- 
sions of human beings: they quarrel, 
become angry, maintain their rights, 
etc. Yet do they succeed in symbolizing 
principles? If so, what principle does 
Apollo symbolize? The Eumenides? 
Zeus? Athene? 

7. Does the use of the Chorus give 
Aeschylus any special advantage over 
O’Neill? What particular function is 
carried out by the Chorus in each of the 
three plays? Does it ever aid in pre- 
senting the “psychology” of character? 
In pointing up the moral problems and 
the moral significances? 

8. How fair has Aeschylus been in 
presenting the claims of his various op- 


posed characters? Why is fairness neces- 
sary in terms of his general purpose? 
How fair has O’Neill been in presenting 
the claims of his opposed characters? 
How necessary is fairness in terms of his 
purpose? 

9. How heavily does O’Neill’s trilogy 
lean upon that of Aeschylus? That is, 
does O’Neill utilize the reader’s knowl- 
edge of the Oresteia in building up the 
effects of his own play? 

10. Are the conflicting principles 
represented by Apollo and the Eu- 
menides analogous in any way to the 
conflicting principles in Rosmersholm? 
Could we compare the Eumenides with 
the White Horses in Ibsen’s play? 

11. A student who wishes to go out- 
side the plays in this book might com- 
pare the management of the guilty 
conscience in Macbeth with that in The 
Eumenides , especially in the scenes in 
which Macbeth and Orestes see the 
apparitions not visible to the others. 

12. Another excursion into additional 
plays might profitably take the student 
to T. S. Eliot’s The Family Reunion, in 
which, as in the Oresteia, the Eumenides 
not only are actually present but also 
undergo the same transformation into a 
source of good. Work out the details of 
the parallel. The comparison between 
Eliot’s and O’Neill’s adaptation of classi- 
cal materials should be a significant one. 


MURDER IN THE CATHEDRAL* 

By T. S. ELIOT 


Since Murder in the Cathedral is a play 
in verse, the student will have to attend 
carefully to the poetry, which is not to 
be thought of as a kind of outer coating, 
a kind of decoration which is external 
to the action of the play. Rather, it is 
in terms of the poetry that we shall 

* This play was published in New York 
in 1935. 


come into an experience of the really 
important dramatic action that makes 
the play. 

We shall understand why this must be 
so when we reflect that the main action 
is that within Thomas himself, an in- 
ternal struggle; indeed, with regard to 
the external conflict with the knights 
who murder him’, Thomas will seem to 
be passive; and one of the' knights, later 
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m the play, actually accuses him of in- 
viting his own death Moreover, Eliot 
has chosen as his chorus (who comment 
upon the action and who indicate most 
specifically the impingement of Bechet’s 
murder upon the people) a group of old 
women, creatures who are helpless and 
can affect the action in no way at all 
The poetry spoken by the Chorus and 
by Thomas thus has^g very heavy bur- 
den placed upon it it must con\e\ with 
subtlety and power that which is im- 
portant and dramatic but which, from 
the nature of things, can hardly be con- 
veyed by external action 

It is possible, even so, that the stu- 
dent mav conclude that the plav is too 
“passive” to be effective drama, and 
that the death of a martvr is a hopeless 
subject for a drama In attempting to 
judge this matter, the student might 
take into account the questions which 
follow But as he embarks on an explora- 
tion of this question, he mav note that 
Mr Eliot himself is quite aware of the 
problem Becket himself reflects upon 
it, as this passage in his sermon indi- 
cates we do not think of a martyr 

simply as a good Christian who has been 
killed because he is a Christian for that 
would be solely to mourn \\ e do not 
think of him simply as a good Christian 
who has been elevated to the company 
of the Saints for that would be simply 
to rejoice Saints are not made by 
accident Still less is a Christian martyr- 
dom the effect of a man’s will to become 
a Saint ” 

1 How do the speeches of the Three 
Priests (after the Herald’s announce- 
ment) provide exposition ? How do they 
look forward to the events to come? 
Consider particularly the comments on 
Thomas’s “pride ” 

2 Consider carefully the speeches of 
the first three Tempters In what ways, 
if at all, have they been anticipated by 
the Three Priests 5 In what ways do they 
anticipate the speeches of the Three 
Knights? 

3. Thomas expects the first three 


Tempters, he does not expect the 
fourth. What is the relation of the 
fourth Tempter to Thomas? What is 
the effect of having the Fourth Tempter 
paraphrase Thomas’s earlier speech, 
“We do not know very much of the 
future,” etc ? 

4 Why does the author end this part 
of the plav by having the Three Priests 
and the Chorus join the tempters in an 
appeal to 1 homas? 

5 What is the function of the Inter- 
lude? Does the sermon in which it con- 
sists break the dramatic pattern? Does 
it contribute to the dramatic pattern? 

6 \\ hat is the function of the chorus 
spoken after the Knights h iv e left for 
the first time? Has the poet adequately 
suggested the sense of ultimate con- 
fusion in which things seem to turn into 
their opposites and all fixed relations are 
dissolved? Why is it dr imatically 
“right” that the Chorus should feel this 
at this time? 

7 Thomas demands that the Priests 
unbar the door and admit the murder- 
ers I his decision keeps him from seem- 
ing merely passive in this crisis, vet the 
luthor must not make him stem to 
invite his own death— seizing upon 
martv rdom as a pure ict of the w ill out 
of pride H is the author sueeteded in 
making Thomas an aetive protagonist 
and vet freed him from the charge that 
he has “sought” martyrdom 5 IIow ? 

8 In the course of the plav Tliot at 
sever ll points faces quite explicitly the 
m itter of the meaning of the death of 
1 horn is to a modern audience The 
Fourth Tempter glances at what will 
happen to the memory of Thomas in 
future ages 

when men will not hate vou 
Enough to defame or to execrate you, 

But pondering the qualities that vou lacked 
Will only tiy to find the histoncal fjet 

At the end of Part One, Thomas ac- 
tually addresses the modern audience 
directly But the most violent shift, out 
of the historical pattern of the events 
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portrayed into the present, occurs in the 
passage in which the Knights defend 
then action in modern journalistic prose 
Is the shift too violent? Why has Eliot 
ventured to make it? What does it tell 
us about the central intention of the 
play? 

9 Are the passages which follow the 
knights’ defense — the speeches of the 
First and Third Priest and the final 
Chorus — “modern” or medieval? Do 
they succeed in conveying the sense of 
something “eternal”? 

to Is the function of the chorus sub- 
stantially different from that in the 
plays by Euripides and Racine, or that 
in Aeschylus’s Orestna ■? 

11 Murder ui the Cathedral and 
Everyman may both be said to be 
Christian plays Everyman, as we saw 
earlier, is much more than a sermon in 
dramatic form What qualities m Mur- 
der ui the Cathedral indicate that it is 
more than a tract? 

12 Since this play is a poetic drama, 
we shall do well to attend carefully to 


the poetry, particularly to the poetry of 
the choruses An obv ious startmg point 
in a study of this poetry is an examina- 
tion of the imagery For example, in the 
last chorus of Part I, animals dominate 
the imagery “Puss-purr of leopard, 
footfall of padding bear,” etc But an- 
mil imagery dominates even more ob- 
viously the next chorus (“I have smelt 
them,” etc ) Animals are mentioned 
once more in the final chorus, though 
here they are no longer exotic creatures 
like the leopard and the ape, but nativ e 
like the wolf, hawk, and finch, and 
domestic, like the lamb What governs 
the choice of these images? What are 
the varying effects? Why is the sense ol 
smell so important m the earlier choruses 
and ignored in the final one? These 
questions should suggest others to the 
student, and he should not be satisfied 
until he feels that he understands the 
poetry of the play, not only for itself, 
but for the qualifications which it ex- 
erts on the total effect of the play. 


HIPPOLYTUS * 

By EURIPIDES 


Since Euripides and Racine f are 
dealing with the same theme, a study 
of the differences between the two 
i should amplify our understanding of 
dramatic method 

l In w hat w ay is Euripides’ emphasis 

* The Ihppohlus of Funpides is available 
in the \\ oodlmll translation in the Lverv- 
man Library edition, 190b, in the Arthur b 
Way translation, Loeb Classical Library, 
New York and London, 1912, in the E P 
Coleridge translation in The Complete Greek 
Drama, eds W J Oates and Eugene O’Neill, 
Jr , in the Gilbert Murray translation in 
f T ifteen Greek Plays, ed Lane Cooper, 
New York, 1943 

t Note This play should he studied in con- 
nection with Racine s Phaedra, the exercises 
below presuppose familiarity with the dis- 
cussion of Racine’s play See pp 468-470 for 
a discussion of the Phaedra 


different from Racine’s? How is the im- 
portance of Phaedra reduced and that of 
Hippolytus increased? Does Euripides 
make as much of Phaedra’s inner con- 
flict as does Racine? 

2 Racine could hardly have given 
Hippolytus the central importance 
which he has here, for, as we saw, 
Raune’s Hippolytus was largely a vic- 
tim of circumstances How does Eurip- 
ides keep Hippolytus from seeming a 
victim of circumstances? What part does 
his own character play in the fate which 
he meets? What is the “tragic flaw” in 
terms of which his fate becomes mean- 
ingful and therefore tragic rather than 
melodramatic? Consider, for instance, 
the description of himself in his last 
long speech : t 
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I who devoutly worslnpned 
The gods, and all the human race excelled 
In chastity, 

\\ hat is the significance of the scene 
between Hippolytus and the palace 
officer early in the pi ly ? Of Hippoly tus’ 
last speech to the nurse about the middle 
of the pi i} ? W ould it seem plausible to 
define Hippolytus’ fundament il error 
as one of stress ox erstressing one aspect 
of life, and underemphasizing a rel 1- 
tionship of fundamental importance ? 

3 If xx e may assume some such con- 
ception to haxe underlain Euripides’ 
handling of his materials, the next ques- 
tion is whether Euripides has success- 
fully transmitted it to us in dramatic 
terms He uses Venus as the igcnt or 
xoice of the determining principle of 
action How faxorablv does he present 
her? Does he admit, in his portrax il of 
her, elements xxhich are likely to di- 
minish our acceptance of her point of 
xiexx ? What is the effect of xvhat is said 
about her by other characters m the 
play? Consider, m this connection, the 
treatment of Diana in the play Does 
Euripides, on the other hand, ide- 
quately present that aspect of Hippoly- 
tus xxhich must be used to justify his 
suffering? Or is Euripides inclined to 
portray him ox ersympathetically r Do 
you feel that any of the author’s effects 
verge upon the sentimental? 

4 In this connection it mav be xvorth 
noting that in his play Ike 1 r< g r, \ns- 
tophanes, the Greek xxntcr of coined v, 
makes Aeschylus, i slightly older writer 
of tragedy, say of T uripides, 

Thou bastard of the earth, 
With thy patch’d robes and rags of senti- 
ment 

Raked from the streets 

Does the Hippolytus provide any justi- 
fication of the charge? Compare the 
death of Hippolytus here with that in 
Racine’s play Does Euripides appear 
to be “holding” the scene? Does it re- 
mind you in any tvay of the death scenes 
in Lillo’s The London Merchant ? 


5 If xx e noxv return to Phaedra, we 
can see that her part in the play is that 
of an instrument of dix me intentions In 
x lexx of this fact, Euripides might have 
been satisfied to make her simply a fill- 
m character who performs the necessary 
function of f llhng in loxc xxith Hippoly- 
tus But Euripides is not s itished xxith 
this simple pioctdun, he prtfeis, m- 
stc id, to proceed more complexly by 
developing Phicdri fully is i charac- 
ter How docs he do this 1 ' 

6 We see m I uripides is m Racine a 
ccrt un use of the mi igcrv of light and 
dirk Which pi tyw right mikes more 
consistent use of such mi igcry ' 

7 How does Euripides ->ccure sus- 
pense in the first scene between Phaedra 
and the nurse ' Could the nuise bt said 
to be ‘ pneticil” in somexxhit the 
same way tint h list iff is If so, do we 
feel the s line w i\ ibout them W hy ? 

8 Does Ph icdr l’s actus ltion of IIip- 
polytus seem wholly consistent with 
the rest of Lunpidts’s tre itmcnt of her? 
Might the atcus ition h ix e come just as 
well from the nurse Compile Riune’s 
tieatment of this m ittci 

9 Docs Lunpidcs, the cl issical 
dramatist, observe the “rule” of stage 
decorum is t irtfully is Racine, the neo- 
cl issical drimitist? Whit conclusion 
ibout the “rule” might this f ict sug- 
gest? 

10 I he opening speech of Venus ex- 
emplifies the expositors prologue which 
is often used in cl issic il pi i\ s, espeu illy 
those of I uripides Dots this conx ention 
stun to inttrfcic seriously with the 
“suspense ” < io destroy our interest in 
what follows? Why? 

11 Compare the treatment of illicit 
love m this play with that m Lillo’s 
The London Merchant — the analysis of 
character, the consequences, the retribu- 
tion Which author deals with his situa- 
tion in the more complex and mature 
way? 
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THE SILVER CORD* 

By SIDNEY HOWARD 


1 Howard’s exposition is accom- 
plished very succinctly we are speedily 
introduced to the leading characters, the 
more important aspects of their back- 
grounds are sketched in, and their 
dominant characteristics, w hich will lead 
to the conflict of the play, are made 
cleir Is the exposition managed 
plausibly as well as speedily? At what 
point does the exposition end, would jou 
six, and the forward movement begin? 

2 Hester is ob\ lously i foil for 
Chnstm i, Robert for Divid 1 his ob- 
vious use of foils is extremely helpful in 
prov iding v aricty within the sm ill c is t 
On the other h ind, is the p unng off of 
ch iraeters too neat? Does it over- 
simplify the minor eh irieteis? 

3 Is Mrs Phelps pliusible 5 Her ob- 
session with her children — her posses- 
siveness, hei jedousy of her sons’ 
sweetheirts ind wives — is doubtless 
found in some women Hut is the degree 
to which such emotions dominate 
Mrs Phelps pliusiblt II is the luthor 
heightened these tr uts too much in his 
anxiety to nuke Ins point' II is he 
turned Mrs Phelps into a monster 
Consider, for ex imple, her c ilhng to her 
sons to get their swe iters as they rush 
to rescue Hester from drowning 

4 Whit is the bisic stiuggle m the 
play ? How ire the spccnl ispcits of it 
defined? Consider Ilcstci’s struggle 
with Mrs Plulps, Robert’s struggle 
with her, David’s struggle with her, 
Christina’s struggle with her Is struggle 
too emphatic a word for some of these 
cases ? 

* This play is available in Contempoian 
Drama Nine Plays, eds E B Watson and 
B Prcssev, New York, 1931 ft , Dramas of 
Modernism aiul I hen l or er miners, cd M J 
Moses, Boston, 1931ft, Modern American 
and British Plays, ed S M Tucker, New 
York, 1933, Representative Modern Dramas, 
ed C H Whitman, New York, 1936 


3 In the overt conflict between 
Christina and Mrs Phelps at the end 
of the play, does the author take some 
pains to see that Mrs Phelps’s side 
is presented? Why? May Christina’s 
analysis of the situation be taken to be 
the author’s own? How far may Chris- 
tina be said to be the author’s mouth- 
piece ? 

6 Are the sons in the play too weak? 
\\ nv mg the case of Robert, one can see 
th it e\ en Dav id, at the end of the play, 
is being fought over by two women 
while he himself is relatively passive in 
the struggle W hat does this fact suggest 
about the emphasis intended in the play? 

7 A psychological explanation for 
the mother’s attitude toward her sons 
md of the sons’ attitude toward their 
mother is suggested throughout the 
pi i' and is giv en specific statement in 
the hn 1' speeches of Christina Yet, how 
far is the psychological iceount mcor- 
porited in the plav itself, that is, 
drinuti/ed 5 As the plav stands, some 
re iders w ill feel th it the author is 
prim inly interested, not in ho r c the 
sit uitiou came about — m the cruel ll 
choices which Mrs Phelps made, in the 
decisions which she came to which com- 
mitted her md her sons to their emo- 
tion d imbroglio — but rithei in the r »a\s 
out 1 the situation m which they have 
ill become mvolv ed In other words, the 
pi ij is not primarily interested in deal- 
ing dramatically with cause and effect 
but with effect and remedy (This may 
suggest to you a comparison with Lady 
Windermere’ s Fan, in parts of which 
Wilde seemed to become more interested 
m rescuing Lady Windermere than in 
studying her ) What effect does such a 
method — if this is Howard’s method — 
have upon the tone of a plav? Does it 
look toward tragedy or comedy ? Toward 
melodrama? > 

8 In what sensesiis Th? Silver Cord a 
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“problem play” ? What would be its 
interest as a play in a civilization in 
which the problem did not exist? What 
would be its interest in a civilization m 
which the problem has been eliminated? 
Is it intended to direct people’s atten- 
tion to the problem? Does it suggest 
remedies? Can you defend the play 
against the charge that it is primarily 


a tract — an essay calling attention to 
the e\ils of a social problem with a 
view to its elimination? Consider 
whether the author transcends the 
issues of the immediate problem and 
thus opens a wider area of meaningful- 
ness 

9 What is “the silver cord”? 


THE KING THE GREATEST ALCALDE* 

By LOPE DE VEGA 


In the last speech of the play Sancho 
refers to The King the Greatest Alcalde 
as a “comedy” A critic points out, 
however, that Lope developed the 
comedia as a form which combined nu- 
merous elements ranging from tragedy 
to farce Perhaps, then, instead of 
merely treating the play as a kind of 
comedy, we should examine the various 
elements which compose it and see what 
kinds of effect they produce 

i The class-dispute which appears 
in the central action suggests the prob- 
lem play, although other elements fall 
outside the problem — some of the ac- 
tions of Pelayo and Nuno, and the 
love affair itself, which, instead of being 
taken for granted as a starting-point, is 
presented with great gayety and vi- 
vacity But msofai as aristocratic in- 
justice is the central issue, the question 
that arises is this Does the problem 
“date” the play? I e , is it no longer of 
interest because of the disappearance of 
the feudalism from which it stems? Or 
does Lope give his materials more than 
historical significance? Does he gener- 
alize, as it were, the problem of injustice ? 
Does he go beyond social problems into 
problems of character? Consider es- 
pecially the treatment of Don Tello 

* This play, as translated by John G 
Un JcrhiHy may be found in Tour Plays by 
Lope de Vega, New York, 1936, and in 
World Drama, ed Barret,. Clark, New York, 
1933 


2. Again, some elements suggest 
melodrama — the external conflict, the 
abduction and imprisonment, flight and 
pursuit, rape, the deus e\ machma, 
punishment of the “villain ” But is 
Lope willing to stop at the “thriller” 
stage? Let us consider some of the fol- 
lowing points 

a Is the king altogether a dens ex 
machina ? He is an all-powerful outside 
force, but is his final action unprepared 
for? Is he really an outside force, or does 
Lope consider him an integril p irt of 
the play? Does he have anj symbolic 
value? Why is so much pressure put 
upon him in the final scene'' 

b There is a “happy ending,” which 
is certainlv too easy and ready-made 
Yet in another sense the king’s rescue 
comes too late Does this not show Lope 
m part willing to let his materials take 
their logical course instead of merely 
managing a melodramatic escape? 

c Is Don lello merely a “str light” 
villain, or does Lope try to make him a 
plausible, developed character? Note 
how he is presented at the beginning and 
at the end Note, most of all, how he 
behaves after abducting Elvira Are 
not his continual efforts to rationalize 
his act subtle signs of an inner dis- 
turbance? Might we say, perhaps, that 
Lope is taking a character who is not 
wholly bad and investigating the effect 
upon him of circumstances which bring 
out certain evil tendencies? 
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d The treatment of Feliciana is es 
pecially important, for Lope might 
hav e treated her sentimentally in either 
of two ways — as the hateful lady who 
aids her brother’s villainy, or as the 
kind woman who repudiates her brother 
completely How does Lope avoid both 
of these extremes? What is the effect of 
his method? 

e Pelayo might be considered the 
farcical element that is often found m 
melodrama (cf Morton’s Speed the 
Plough ) But is he merely the comically 
stupid oaf? Or does he have some re- 
semblance to the fool of Lli7abethan 
drama, who is capable of sharp in- 
sights into the w ty of the world 1- Con- 
sider, for instance, the lines fin the 
scene with Don 1 ello in Act I) in v Inch 
he repeats Sancho’s lines “hind-end 
first ” Again, is Pelayo’s constant talk 
about pigs only an end m itself, or does 
it suggest other meanings' 1 Does the 
motif of “piggishness” occur elsewhere 
in the play? Do Pelayo’s lines ever 
serve to qu ilify the tone? Consider the 
farewell scene (earlv in Act II) as 
Sancho and Pelayo leave to call upon 
the king Finally, does the use of Pelayo 
help give a more complex picture of 
peasant life ? 

f Is Sancho merely the honest rustic 
of melodrama, or is he made an inter- 
esting individual' 1 Note, for instance, 
his appeal to Don Tello early in Act II, 
rather than a simple demand, it is 
imaginative, subtle, skillful What in- 
teresting use of symbolic language does 
it contain? 

g Is Elvira, likewise, merely a pa- 
thetic \ ictim, or is she made interesting 
in her own right? 

3 Such points suggest that the play 
must be considered more than a melo- 
drama Does it, however, become a 
tragedy' 1 Can we properly regard Sancho 
and Elvira as tragic characters, or are 
they simply victims' 1 Aside from the 
happy ending, would their situation 
lead to tragedy or pathos? Do they have 
a “tragic flaw”? Or any quality that 


Lope might have developed as a tragic 
flaw? (Cf the pride of Hippolytus in 
Euripides’ play ) 

On the other hand, might Don Tello 
be the tragic protagonist? He is not 
wholly evil, we see his evil conduct, in- 
deed, as a kind of “tragic flaw” after 
we have seen him in another light (note 
that he has a certain relationship to 
Macbeth and to Phaedra) But is the 
play so focused as to make it Don Tello’s 
tragedy? Is our attention primarily 
upon him? 

4 After study of such points the 
reader will conclude, perhaps, that if 
the play falls short of tragedy, it at 
least improves upon melodrama and 
avoids some of the pitfalls of the prob- 
lem play And there are other qualities 
which suggest that Lope, if in parts he 
is commonplace, is m some ways reach- 
ing a moderately high literary level. 

a What is the effect of the wit which 
appears m different parts of the play? 
Note the various examples of word- 
play Does the tone ever suggest that 
of Congreve? 

b Observe the irony that pervades 
the play. Don Tello’s part has an en- 
tirely ironic origin, the student should 
trace all the details that contribute 
to the ironic effect The well-intending 
Nuno has an inclination toward ob- 
vious conclusions which often leads to 
ironic effect note his original attitude 
to Tello, his attitude to Elvira after her 
detention, his v ltw of the visiting 
Alcalde’s success Trace the irony 
throughout the play. 

c Finally, there is some excellent 
poetry m the play note the imagery m 
Sancho’s speech to Don Tello in Act II, 
already mentioned, in Sancho’s speech 
to Tello beginning “Great my Lord, 
the years pass by” m Act I (note how 
what he says here about the morning 
is picked up later in the Act, when he 
several times refers to the dawn). The 
student should give especial attention to 
the animal imagery in Don Tello’s first 
long speech in Act I-and in Sancho’s last 
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long speech in the same act and again 
in Don Tello’s speech beginning “No, 
she is a woman” in Act II, and to San- 
cho’s speech beginning “Wrongs are 
like children” in Act II 

Several images or terms recur 
throughout the play in a wav that sug- 
gests something more than coincidence. 
Note the \ anous references to the sun, 
to Elvira’s hair, and to swords and see 
whether they in any way suggest or 
reflect the changes of situation which 
constitute the play But most of all 
trace the references to flowers and blos- 
soms, which appear in Sancho’s first 
speech and in Elv ira’s last speech in the 
play, as well as to trees and plants. 
These appear clearly to be not decora- 
tiv e but a means of suggesting a certain 
natural order of things and of pointing 
up a violation of that order See to what 
extent you can relate the passages to 
the whole meanmg of the play 


OTHER QUESTIONS 

5. How successfully are exposition 
and foreshadowing managed? 

6 Why are Don Tello and Feliciana 
made to talk about marmgc in the 
first scene in which they appeir? 

7 Whv does Lope have Don Tello 
dev elop a passion for Elv lr 1 v cv rapidly 
instead of tracing a gradu ll dev elop- 
ment f Does this show how he intends 
to handle and stress his m itcnals? 

8 Is Lope on the right track in hav- 
ing Don Tello const intlv looking for 
reasons to be angry at Sancho? 

9 Compare the treatment of the 
political problem in this plav with that 
in Shakespeare’s Henry IV Are the 
authors’ points of v lew the same r Is one 
more mature than the other? Is the 
Pelayo comedy' as integral to the play 
as the Falstaff comedy is to its play? 


THE CIRCLE* 

By SOMERSET MAUGHAM 


Because it deals with the same basic 
situation — that of a woman who is de- 
ciding whether to leave her husband 
for another man — Maugham’s play 
invites comparison with Wilde’s Lady 
JVindernure’s Tan But the comparison 
immediately leads to the perception of 
differences, and the tracing of these 
differences is very useful it shows us 
how two treatments of a situation may 
become quite different because the 
authors have different attitudes to the 
matenal 

First we see that Maugham and Wilde 
concur e of the problem quire differently 

■''This plav is available >n Montrose J 
Moses, Diamas of Modernism and I hen 
r>n, 11 )l nn r, 19 - 51 , S M Tucker, I^tnti- 
Five Modern Plays, 1931, My Beit Play, 
London, 1934, E B Watson and B Pressey, 
Contemporary Drama Nine Plays, New 
York, 1951 ff 


Lady Windermere is m love with her 
husband, Elizabeth is not How does 
this alter the moril situation' Is Eliza- 
beth’s eloping a different matter from 
Lady Windermere’s? Could you justify 
the point that it would be less moral to 
remain with her husband than to leave 
him? What difference, also, is brought 
about by the fact that Lady W inder- 
mere has a child, whereas Eliz ibeth does 
not? Is the difference between Lord 
Windermere and Arnold of any signifi- 
cance here? 

But both authors are w ntmg comedy 
and are therefore not primarily con- 
cerned with moral issues at all \\ e are 
invited to consider, not whether Lady 
Windermere ind 1 h/abeth are dung 
the wrung thing, but whether they are 
doing the expedient thing (1) How will 
they make out against a hostile society' 1 
(z) What will be the effect on them of 
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the special hind of life which they will 
have to lead? 'lhe issue is really a 
psychological one. 

1 he dramatists are alike in their fo- 
cusing of these questions each pro- 
tagonist must make her answer by the 
aid of an object lesson pros ided by the 
prtctding generation Lady \V. not only 
decides to stay with her husband but 
also gains a bioadcr understanding of 
character this is the crux of the play 
But 1 li/abeth decides to lease — e\tn 
after seeing, in Lady Kitty, a product 
of uncons cntional life ssho is consider- 
nblv inferior to Mrs F rlynne in ma- 
turity, dignity, and understanding 1 he 
problem then is ss hat does M nigh nil 
ssish us to think about this decision" 

One might describe M lugham as a 
romantic, one ssho belies cs in the 
primacy of lose, ss hates er the circum- 
stances and results Does he, hosseser, 
take steps to keep the Teddie-Lli/abeth 
affair from seeming merely a romantic 
idyl’ Is there anything “realistic” m 
the relationship? Are ssc meantjtp feel 
that, despite their enthusiasm aro cer- 
tain “poetic” lines, they hase their ftet 
on the ground ? Finally, does Maugham’s 
attitude to lose, as shossn by r his treat- 
ment of other characters, seem a ss holly 
romantic one? 

The anssser to this last question may 
suggest that Maugham’s attitude is es- 
sentially ironic rather than romantic If 
this is true, sse must then determine 
vshether it is bitterly ironic or sshether 
it is the irony of a detached, amused, 
but nesertheless sympathetic observer 
To consider the first option is Maugham, 
in terms of the play, merely stating that 
people are always emotional fools who 
Will never use sense or learn by experi- 
ence? By a certain reading of the evi- 
dence we might make this reading fit 
almost ev ery character in the play But 
is it not too narrow ' Is there not some- 
thing to be said for the decision which 
Elizabeth makes? Does Maugham sug- 
gest, also, that there is really something 
to be said for Kitty and Lord Porteous? 


Is there any intimation that, had the 
latter pair lived conventional lives, they 
might perhaps have fallen far short of 
the bright hopes which in periods of 
recrimination they still recall? 

Is it possible, then, that once again 
vvt hav e something like the mature com- 
edy of lh nr , IV, Part I — comedy which 
views experience in peispcctrve and 
finds that “there is much to be said on 
both sides”? (If Maugham is shallower 
than Shakespeare because his characters 
are less profoundly conceived and be- 
cause his situation is less inev itable, 
sti'l he does touch on the broad sub- 
ject cf the usefulness of others’ expen- 
enc< as a guide to action ) \\ hat does 
Maugham do to suggest that Kitty and 
Porteous, however lacking in charm and 
dignity they are at their worst, perhaps 
did not make the worst possible choice? 
Champion -Cheney' is a delightful cynic: 
but how does Maugham show that he 
dots not have a totally effective key to 
a wise and serene life 5 There is, of 
course, Ins miscalculation as to how 
things will work out But note, addi- 
tionally . the implications of his speech 
in Act II “It’s a mattei of t iste I love 
old w me, old friends, and old books, but 
I like young women On their twenty- 
fifth birthday' I give them a diamond 
ring ind tell them they must no longer 
waste their youth and beauty on an old 
fogey like me ” Does this not suggest, 
perh ips, a certain immaturity, com- 
p irable to that of Kitty and Porteous 
at their leist restrained 5 Is it possible 
that he has ncvei grown up to some- 
thing which they have experienced? 

Again, as the deserted husband, 
Arnold w'ould naturally claim our sym- 
pathy but by what means does 
Maugham — from the start — indicate 
that a man must be more than a legal 
husband if he is to be a satisfactory 
mate whom we can admire? Finally, we 
are by no means sure that the young 
lovers are, under the stress of their emo- 
tion, making a bad choice As a matter 
of fact, their romantic p*assion is pre- 
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sented favorably. But note that, finally, 
Maugham does not commit himself as 
to how things will go with them. How 
does he show that, for better or worse, 
their future lies with them? What, in 
the last analysis, does Maugham “be- 
lieve” in? 

Do we not here once again have the 
essence of the comic situation: that there 
are no perfect choices? But Maugham 
views this fact with a sympathetic, not 
a disillusioned irony: by making Teddie 
and Elizabeth disavow expectations of 
a perfect future, he gives them the best 
start he can in their gamble against the 
conventions. 

QUESTIONS 

1. What is the importance of Teddie’s 
speech in Act III which begins, “ But I 
wasn’t offering you happiness,” in de- 
termining the tone of the play? Does 
this make the tone more or less “ro- 
mantic”? 

2 . Would you agree that Maugham 
maintains a more consistently comic 
tone than Wilde? If so, can it still be 
argued that the choice faced by Eliza- 
beth is a more “real” one than that 
faced by Lady Windermere? 

3. Do you find any witty aphorisms 
which resemble those in Wilde’s play? 

4. Does Maugham use any devices 
which suggest the technique of the 
“well-made” play as employed by 
Wilde? Do any of his devices for giving 
characters information or for getting 
them moved about have the air of 
artificiality which characterizes some 
of Wilde’s methods? 

5. Does Maugham in any way sug- 
gest parallels between the younger and 
older pair of lovers — parallels which in- 
dicate that the younger may come to 
resemble the older? Consider, for in- 
stance, Teddie’s manner of speaking to 
Elizabeth. 

6. Could Maugham’s play be con- 
sidered, like Congreve’s, a pattern of 
variations upon the 'theme of love? 
What variations are there? What is the 


relationship of the other variants to 
Teddie and Elizabeth? Does their prob- 
lem in any way resemble that of Mirabell 
and Millamant? 

7. Maugham has developed his third 
act almost entirely by means of irony. 
Find the various instances of it. Note 
especially the contrast between Arnold 
and Teddie. Arnold almost wins Eliza- 
beth back by his gentle considerateness. 
What winning quality of Teddie’s is 
contrasted with this? 

8. How is the choice of the lovers af- 
fected by the fact that it is always a 
“career” or a “place in society” which 
is presented as the alternative. Does 
this kind of alternative make the ro- 
mantic impulse seem more or less trust- 
worthy ? 

9. How does Maugham’s observance 
of the unities compare with Wilde’s? 

10. Though much is said about 
Arnold’s career, we never take it very 
seriously. Why? 

11. Compare Arnold’s gamble in 
Act III with Mirabell’s gamble in 
Act V. Is it logical, in view of the total 
situations, that one should succeed and 
the other fail ? 

iz. How successfully is the exposition 
managed in Act I? Note especially the 
dialogue between Elizabeth and Arnold. 
Before the avowal between Elizabeth 
and Teddie, what suggestions are given 
us that the relationship between them 
is not wholly casual? Maugham has 
managed this rather skillfully, and his 
methods are worth some attention. 

13. What provides the sense of pro- 
gression in Act I? Note how the act 
gradually builds towards its climax. 

14. Does Arnold’s antique chair have 
any symbolic value? Is Kitty’s mistake 
about “Sheraton” a mere comic mal- 
apropism, or does the mention of The 
School for Scandal have ironic overtones? 

15. Does Maugham have Champion- 
Cheney return at the end of Act I just 
for the shock? Or is the return plausible 
in terms of Champion-Cheney’s charac~ 
ter? 
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1 6 What is the function of false 
teeth throughout the play? 

17 Do we find as many varieties of 
comedy as we found in Congreve? Is 
there any farce? Does Maugham ever 
permit a too trivial tone? 

18 What is shown by Elizabeth’s 
annoyance at her father-in-law for his 
attitude to Kitty and Porteous? (Act 

H) 

19 In Wilde’s play we saw that the 
structure of several acts was deter- 
mined partly by the use of contrasting 
panels of action Is there any suggestion 


of the same scheme here? Especially 
within Acts II and III you may find 
evidence of balanced or contrasting 
scenes Does the use of such scenes help 
give perspective? 

20 Compare the Ehzabeth-Kitty in- 
terview m Act III with the comparable 
scene between Lady Windermere and 
Mrs Erlynne What is the difference 
in tone? Which scene verges more 
toward melodrama? Why? What does 
Maugham do to keep Kitty’s character 
consistent and balanced during this 
scene? 


SPEED THE PLOUGH (1800) + 

By THOMAS MORTON 


Speed the Plough combines farce and 
melodrama (hence it may conveniently 
be studied in connection with such plays 
as 7 he T-cin Menaechim and George 
Barn-iell), it tries for a variety of 
effects in a way often found in popu- 
lar entertainments — for instance, the 
movies In fact, it is as if it had been 
worked over by a “gag-man” who had 
schemes to meet every taste Therefore 
it shows us what happens when the 
author is trying to please ev ervbodv 

1 How good is the focus of the play? 

1 Is the reader’s attention upon one cen- 
tral action, or divided among a multi- 
tude of activities? IIow many plots or 
themes can vou find in the play? Is the 
complexity of the plav like that of Con- 
greve’s Way of tin If oild 1 ' Or does it 
rather suggest a three-ring circus? 

2 In this play we see enormous 
quantities of action — even more than 
in The Twin Menaechim Does much 
of the action appear to be meaningful? 

* This play may he found in Lesser English 
Comedies of the Eighteenth Century, The 
World’s Classics Senes, Oxford, 1927, and 
m English Plays 1660-1820 , ed A E Mor- 
gan, New York and London, 1935 It also 
appeared in a 19th-century edition and in 
Mrs Inchbald’s British Theatre, Vol 25 


What is the effect of such matters as 
the mortgage, the ploughing match, 
castle mysteries, an explosion and fire? 
Could Morton have used any of the 
given materials in such a way as to pro- 
duce a mature and serious drama? 
Might he, for instance, have used the 
theme of the influence of past upon 
present, as Ibsen did in Ghosts and, in a 
sense, Shakespeare m Hamlet ? What 
opportunity does he have for psycho- 
logical studies? Might he have pre- 
sented v uiations upon the theme of the 
rel ltionship between the sexes, as Con- 
greve does in Tie Way of the World ? It 
is cv en possible that Morton thought he 
was doing some of these things Why, 
then, does his wav of doing things pro- 
duce an effect of vast triviality? 

3 Js Morton’s characterization very 
thorough? What characters seem to be 
only conventional types? Analyze the 
effect of superficiality produced by the 
treatment of Susan and Bob Handy m 
Act V 1 Is the character of Bob Handy 
consistent throughout the play? Could 
you defend the argument that Morton’s 
fondness for matters of fact (the “who- 
dunit” style) leads him away from real 
problems of character? Compare him, 
in this respect, with Wilde 
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4. In what instances does Morton’s 
desire for a happy denouement lead 
him to use a dens e\ machma — that is, 
to refuse to deal seriously with the im- 
plications of a situation? In the satire 
on science we can see one motif that 
simply drops out of sight. Are there 
others' 1 How about the satire on matri- 
mony? 

5 To what extent do other kinds of 
comedy than farce appear m the plav? 
Note the satirical tendencies and see 
how fully they are carried out Is there 
any comedy of character 1 ' Consider, in 
this connection, Dame Ashfield’s atti- 
tude to Mrs Grundy (who, by the way, 
was first heard of m this plav) There is 
some influence, also, of the “comedy of 
humors” — a type dependent upon a 
character’s possession of a special 
“humor” or dominant characteristic 
The danger of the form is that charac- 
ters may become freaks Does Morton 
escape the danger? 

6. After a connc start, Morton first 
asks us to take things seriously m 
Act I in How are we affected by the 


“Gro\ e,” a character “wrapt in a great 
coat,” whistles as signals, cryptic re- 
marks? Why do such details fail to sug- 
gest fundamental seriousness? What of 
Henry’s gestures and style of speech? 
Does his language ex er remind you of 
the sort of thing Sherid in w is satirizing 
in The School for Scandal * Is the serious 
language of the plav exer marked by 
cliches? Studv the langu ige of Scenes 1 
and 11 in \ct III 

7 What is the effect of the introduc- 
tion of p itnotie speeches in Act III 11 
and elsewhere? Aristotle says that each 
kind of ait should line the kind of 
effect appropriate to it Is patriotism 
fitting here, or must we conclude that 
Morton is simplv try ing to drag in e\ery 
effect he can ? Is such an author sure of 
himself? 

8 Is there i perceptible relationship 
between serious and comic effects, as in 
Henry IV or Lady JP indenture's I an or 
even The kin g the Gieatest Alcalde ? 
How does Morton’s treatment of inter- 
class relationships compare with Lope 
de Vega’s? 


PHAEDRA * 

By JEAN R \CINE 


Racine’s Phaedra (1677), which we 
have already compared to Euripides’ 
Hippolytus, also poses certain problems 
like those of Ibsen’s Rosmersholm , and 
thus we mav get at the essential quail 
ties of the play by considering the gen- 
eral similarities with Ibsen’s play 
1 First the question comes up 
whose tragedy is it? Although Phaedra 
is the title character, Hippolytus re- 

The English translation bx Robert Bos- 
well is available in The Chief European 
Dramatists, ed Brander Matthews, Boston, 
1916, and in Types of World Tragedy ( World 
Drama Series), ed Robert M bmith, New 
York, 1928, Robert Henderson’s translation 
is in A Treasury of the Theatre, eds Burns 
Mantle and John Gacsner, New York, 1935 


ceixes almost as much of our attention 
as she does, and he is certainly treated 
very sympathetically But is he more 
than a good character who meets an 
unhappy fate? Is he, so to speak, a 
victim of circumstances? Is there, in 
him, exen as much conflict as xxe saxv m 
Rosmer? Do we see him really struggle, 
or make vital decisions on xxhich future 
developments hinge? Do we not, in his 
situation, find pathos rather than a 
genuinely tragic effect? 

It seems clear, in faet, that Racine 
has played down one aspect of the story 
xxhich might haxe brought Hippolytus 
into tragic pre-eminence — his lox e for 
Ancia In xvhat serious conflict might 
this have involved Hippolytus? (Com- 



I 


OTHER PLAYS— ANALYSES AND QUESTIONS 17 


pare Romeo and Juliet, or, in a some- 
what different way, the Antigone of 
Sophocles) Notice, however, that 
Theseus does not even believe that 
Hippolytus really loves Ancia What 
effect is secured by the incredulity of 
1 heseus? 

As for the death of Hippolytus — is it 
used primarily for its effect on us, or for 
its effects on other characters in the 
play ? \\ hat are those efforts? Does 
Hippolvtus’s death re illy have as much 
significance as Rosmer’s ? \\ hy does 

' Aricia h iv e only 1 small part at the end ? 

2 Like Ibsen’s Rebeee i then, Ph le- 
dra is the tr igic protagonist — but 
Racine is ele lr about his objective fiom 
the start Beginning with Act I, our 
attention is centered on Ph ledra’s prob- 
lem Despite the 1 irge parts assigned 
other charicters, the foeusing is well 
managed (compare, in this respect, 
'Hit London Machant) Whit is Phae- 
dra’s conflict ? How does R icme en- 
deavor to keep our sympathy for her? 
How does he show us th it she is 
struggling ? Although her passion for 
Hippolytus is unique, do we feel that 
hers is merely a “ case historv ” ’ Or is 
she univ ers ili/ed? If so, how ? May r her 
passion for Hippolytus be regirded as 
symbolic of a kind of general human ex- 
perience f Is this sinularlv true of her 
willingness to have him wrongly ac- 
cused ? How ire w e m ide to feel that 
her remorse is real r What does she not 
do that would wholly alien ite our sym- 
pathy ? 

3 As we have seen, Ibsen was in- 
terested, at least at the start of his 
play, in certain social problems Does 

' Racine manifest any similar interest’ 
Does he take the matter of the suc- 
cession to Theseus’s throne, even while 

► it still appears to be a real problem, 
very seriously? Would it be correct to 
say that the political problem merely 
provides a way of an ilyzmg the charac- 
ters further? If so, would this indicate 
that Racine is further away from, or 
closer to, tragic effects? 


4 The materials with which Ibsen 
works include, very importantly, the 
characters’ “sense of the past,” the 
influence of tradition Is such an in- 
fluence also at work in Racine’s play? 
In this connection, study carefully all 
that is said about the ancestry of 
I lieseus, Phaedra, and Aricn How do 
these characters regard such facts? As 
mere firmly history' \s something to 
cscipc fiom? As a “fate” which is part 
of their heritage and with which they 
must deal? Are they merely pissive? Do 
they gain or lose dignity because of their 
ittitude to what has gone before? 
(\\ e ree ill that George Barnwell is 
inclined to talk about what he is 
‘ fited” to do Perhaps the lack of im- 
pressiveness of what he sivs may be 
lllunun ited by contrasting his situation 
with th it of Raune’s characters ) 

5 Whereas in Ibsen we discerned a 
tendency to conform to the “unities,” 
we see in Racine a dramatist who ob- 
served the unities on principle, in fact, 
his plav is a good example of the neo- 
cl issical “rules” tragedv which was 
the ide il of Luropean dramatists for a 
century or more In a largci sense, the 
play illustritcs the tendency of all 
dr ima to de il simply w ith the crisis of a 
situation What important events, for 
instance, h iv e t iken place before the 
opening of the plav r ''Comp ire Lillo, 
who tues to recoid a whole situation, 
from beginning to end, in I in London 
Machant) Does the obscrv ince of the 
unities make the play Sv.em cramped? 
Or is it possible that Racine, by a cer- 
tain vagueness as to time and place, 
makes us tend to lose consciousness of 
such matters? 

6 One of the neo-classical “rules” 
was that of stage decorum, in accord- 
ance with which violent deaths or other 
acts of v lolence nev er occurred on the 
stage but were reported by other char- 
acters Hence some critics call this play 
"declamatory,” as if the play consisted 
merely of formal speeches about events 
Is this a sound judgment? Does the 
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play seem undramatic? Or does the 
dialogue generate a definite tension of 
its own ? 1 o what extent do we see actual 
conflicts within and between charac- 
ters' 1 Would the play necessarily be 
impro\ ed bv our seeing directly some 
of the reported death scenes' 1 

7 We hav e seen that many of Ibsen’s 
effects depend upon irony Is this also 
true of Racine’s? Make a careful study 
of the play to discos er the extent of his 
use of ironic effects It is w ell to recall, 
m this connection, that Racine w is 
modeling his play upon Greek trigedy, 
which often relied hea\ il\ upon irony 

8 In Shakespeare we have seen cer- 
tain suggestions made, or certain con- 
cepts stressed, bv the repetition of, or 
by variations played upon, certain 
images and figures It is highlv possible 
that Racine is using such dev ices to 
amplify the meaning of his plav Note 
that, upon her first appearance in Act I, 
Phaedra savs a farewell to the sun, and 
that, at the end of Act V, she speiks 
of “Death, from mine eyes veiling the 
light of heav’n ” Returning to Act I, 
we find that, after Oenone and Phaedn 
ha\e both spoken of Phaedra’s seeking 
the ‘ light,” Phaedra wishes for “the 
forest’s shade” — associated, for her, 
with Hippolytus lrace the imagery of 
light and darkness throughout the play 
and see whether the contrast seems to 
support and amplify the general inten- 
tion of the play Note, in this connec- 
tion, the reference to the “torch of life” 
and the “fl imes of lose ” Do \ou find 
any paridox here? 

9 Racine’s technical craftsmanship 
has been very much admired How well 
does he prepare for future events' 1 Find 
all the passages which prepare us, in one 
way or another, for the reported death 
of Theseus, for the return of Theseus, 
and especially for the death of Hippol- 
\ tus Note how all the references to 
Ilippolytus’s chariot or “car” are in- 
troduced How well is the exposition 
managed in *\cts I rnd IP 

"o Sevelal of -the acts seem to be 


constructed by means of parallel scene 
In Act I, for instance, what similarities 
are there between the Hippolytus- 
I heramenes scene and the Pnaedra 
Oenone scene? What ironic differences? 
In Act II, what is the relitionship be- 
tween the Hippolytus- \ncia scene and 
the Ilippolytus-Ph ledr i scene? What 
ironic resemblance is there between' 
Ph ledra’s attitude to llippolvtus and 
Ariel i’s? , 

11 Phaedra’s confidante Oenone is 
an interesting character At one levei 
she is merely the f uthful servitor who N 
becomes the ironic x ictim of Phaedra’s I 
ingratitude In whit sense, however, 
may she be s ud to deserve hei f ite? Is 
she in any w ly a symbolic character? 
Does she represent a p irt of Phaedra 
herself? Is her r ition llism in any way 
like th it of Ibsen’s Rebecca? Does she 
resemble Lady Macbeth' 

12 What ironic use is made of the 
famili ir motif of the hostile stepmother? 

13 lo what extent does pride be- 
come an auxilnrv motif in the play? Is 
pride ever treated ironic ills 

14 IIow is the f let th it 1 heseus and 
Hippoljtus ire f ithcr mil son reflected 
in the workings of 1 ledri s mind? 

15 \\ h it « is made of 

Ilippoht' ’ 'II, and 

IV' Is the teeln '■mi- 

niscent of \\ tide’s in his u dy 

Windermere’s fin' 

16 How is Ph icdr i’s ittitucle to Hip- 
poljtus compile ited bv v mous events? 

17 Drv den compl uns th it Racine 
has transformed his origin il Greek char- 
acter, a vigorous out-of-doors young 
man, into “Monsieur Hippolyte ” Is 
the charge justified? Does anything in 
Act IV suggest that Aricia might be 
called “Mile Ance”? 

18 Consult question 11 on Euripides’ 
IhppohUu, and then work out a com- 
plete study of the treatment of illicit 
love by Racine, Lunpides, and Ldlo 
Note, further, the variations of the 
theme which are found in Ibsen s 
Rosmersholm. 
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STREET SCENE * 

By ELMER RICE 


i. Has the author successfully dis- 
tinguished among his large number of 
characters' 1 In answering this question, 
consider the use made of (i) uniforms — 
if the letter-carrier, the ambulance-men 
—and of (2) dialect — of the Swede, the 
Italian, etc Why has the author used 
•,0 many dramatis petsona ? 

2 How is the exposition managed — 
of the situation of the Maurrant family, 
the particulir pioblcm in which the 
family is now imohed, the conflict 
which must soon be brought to a head 5 

3 Is the action confused ? Assuming 
that the basic line of action is that of the 
fortunes of the Maurrant f innly, do the 
concerns of the other ch iractcrs obscure 
this line? How would you justify the 
statement that these subsidiary hap- 
penings actually bear upon the mam 
line of the action ? 

4 1 he first act ma, seem to present 
no more than a “ lice of life” — the 
welter of experience presented higgledy- 
piggledy, with a eertain convincing 
realism, yet witboiii. any clear pattern 
or meaning I his, however, a fair 
account' ' .ca/iatter? Does a forward 
mov Qt appear before the act ends? 

Wla I it? 

1 5 v\ hat is the author’s attitude 
toward Mrs Miurranf lovvard Trank 
Maurnnt? Does he see them endowed 
with moral responsibihtv , or, primarily, 
as victims of env ironment? 

6 Why, in the second act, does the 
author insist upon the helplessness of 
Rose? What is he doing besides fore- 
shadowing later events? Is he helping 
bring out the theme of his play here? 

* This plav was published separately. 
New York, 1929 it is also available in Con- 
temporary Diama Nine Plays, eds E B 
Watson and B Prcsscy, New Yoik, 1931 ff , 
Twentieth Century Plays, ed F W Chandler, 
New York, 1934, Pulitzer Prize Plays, eds 
K C. and W H. Cordell, New York, 1933 


7 Sam Kaplan’s family situation 
seems to differ radically from that of 
Rose, but what do the two situations 
have in common? How, again, does this 
fact support the theme of the play? 

8 What do we learn about the in- 
tentions of the play from the fact that 
the shooting of Mrs Maurrant occurs 
in the second act, not the third? “Whose 
play” is it? What is the function of the 
third act? 

9 Is Rose a tragic character? Is she 
victim or protagonist? What measure 
of free will is accorded- to her by the 
dramatist? W hat measure of moral 
lesponsibihty? Is she placed in the play 
to dttcrmine — or at least to attempt to 
determine — ev ents, or simply to feel and 
respond to events? 

10 Docs Rose make a good central 
character? Assuming that one character 
can tvpify completely the problems and 
feelings of the whole community, is 
Rose a good choice for such a character? 
How typical is she? How untypical? 
The fortunes of how many of the other 
chincters are tied in with hers? 

11 Does the dramatist have any 
“solution” for the problems which he 
poses? Should he have any? In what 
sense, if any, is Sheet Scent to be re- 
garded as a “problem plav”' 

12 In considering an answer to 
question 11, notice that the author has 
a number of characters express through 
the play their own “philosophies of 
life ” Do any of these speeches serve to 
represent the author’s own views? Do 
any of them obviously reflect views 
with which you would regard him as 
unsympathetic? How is his lack of sym- 
pathy indicated dramatically ? 

13 Notice how many “walk-on" 
characters there are — characters who 
simply walk across the scene and say a 
few words which have little or nothing 
to do with the action. Granted that some 
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of them have been chosen merely for the 
sake of variety or realism, are there some 
who contribute symbolic effects to the 
play? 

14 In Act III, why is the discovery 
of the chicken which Mrs Maurrant 
has been cooking effective? Does it 
make an ironic commentary on the 
events that have occurred during the 
morning? IV hat is that commentary? 

15 Why has the author chosen the 
little episode which he uses for the end- 
ing of the play? It, too, makes an ironic 
comment on the whole action that has 
occurred What is the meaning of that 
comment ? 

16. Is Street Scene better focused, or 
less well focused, than Rosmersholm ? 


17 In which play (Street Scene or 
Rosmet sholm) do the forces that move 
the characters come largely from within 
the characters? From the environment? 
Which, therefore, appears to give a 
more profound version of human char- 
acter? Which comes closer to tragedy? 

18 When Street Seine was first pro- 
duced, its setting was considered to be 
very original, it was indeed strikingly 
different from the realistic interiors 
which had long been the v ogue in Ameri- 
can drama Does this setting, however, 
in any way resemble that of Plautus’s 
play? Are the settings used in a com- 
parable fashion? 


CYRANO DE BERGERAC* 

By EDMOND ROSTAND 


In this essentially romantic play, 
Cyrano has the attractiveness of the 
brave man who lives for honor and yet 
who possesses a sense of humor, of the 
man who has a poet’s sensitiv eness but 
a sensitiveness which he must conceal 
behind an exterior of bravado More- 
over, he has the final attractiv eness of 
the hero vv ho is not perfect, and vv ho is 
conscious of his defect He has an over- 
large nose, but he does not protect him- 
self by slinking into obscurity, he brazens 

* This play was published in the Brian 
Hooker translation, in New York, 1923, 
in the Plays, translated by Henderson Nor- 
man, New York, 1921 , in the Howard Kings- 
bury translation in A Treasury of the Theatre, 
ed Burns Mantle, New York, 1935, in the 
Gertrude Hall translation in Chief Con- 
temporary Dramatists, Second Series, ed 
T H Dickinson, Boston, 1921 Modern 
Continental Plays, ed S M Tucker, New 
York, 1929, Twenty Five Modern Plays, td 
S M Tucker, New York, 1931, Contempo- 
rary Drama Nine Plays, eds E B Watson 
and B Pressev, New York, 1931 IF, Repre- 
sentative Modern Dramas, ed C H Whitman, 
New York, 1936 


out the situation His reaction to Val- 
v ert’s insult is typical Cy rano beats him 
in the duel but at the same tune shows 
Valvert how much more stinging and 
original insults might have been made. 

1 What has the author done to pre- 
vent Cyrano’s action in Act I from 
seeming that of a bully? How do the 
follow ing sen e to counteract such an 
impression the duel with Valvert? 
Cyrano’s confession to Le Brel (at the 
end of the act) of his true reason for 
hustling the player off the stage? 

3 How does Raguene tu, the poetical 
baker, serve as a foil for Cyrano? In 
what respects does he present a parallel? 

3. What is the tone of the first two 
acts? Is it plainly comic? But what, 
more precisely, is the nature of the 
comedy? Does it have an element of 
fantasy, a kind of spirit of make-believe 
which keeps us from measuring the 
characters and actors against the world 
of reality? 

4. How heavily does Rostand rely 
on the fantastic in the scene under 
Roxane’s balcony in Act III? Even 
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assuming that Cyrano would gener- 
ouslj In !p Christian win the woman he 
himself loves, is the scene eery probable? 
Would not Cyrano hate to h ne rather 
marked gifts as a ventriloquist for 
Ro\ane to be deceit ed' Would not 
Ro\ane hate to be r ither undiscerning 
not to suspect that something tvas 
wrong? Do we, by the w iv, eter learn 
anything about Ro\ane except that she 
has a pretty f lee and appreciates an 
eloquent and handsome loser? 

5 If we are willing to icetpt improb- 
abilities because of the general tone of 
fantasy and because the author is ob- 
siously being playful, what ibout the 
scene in which Cjrano renounces 
Roxine fores er in \ct IV? (After 
Roxane h is said that she would lot e her 
husband eten if he were disfigured, 
even if he were grotesquely ugly, be- 
cause of his soul, and after Cyrano 
has begun to hope, Le Bret wlnspeis to 
him that Christian has just been 
killed ) Do the melodram me turns and 
improbable situations stind up when 
the issues (as here) become serious and 
we are lequired to take them seriously? 

6 At the end of Act IV Rostand 
gites the following stage directions for 
Cyrano’s last speech “ Decl inning, as 
he stands in the midst of flv mg bullets ” 
Could this stage direction be e irned 
out? What does it tell ibout Rost ind’s 
attitude tow ard realism and tow ard 
his play in gener il? 

7 Is the ending of the pi ly senti- 
mental? What is the attitude which 
the author w ints us to tike toward 
Cyrano’s final heroics? Are his last 
speeches sufficiently salted with wit? 
Or do some of them become self-regard- 
ing and ludicrous if we refuse to take 
them sentimentally? For example, why 
is “I believe she is looking at me 
that she dares to look at my nose, the 
bony baggage who has none” successful, 
whereas “Ah, >ou are there too, you 
bloated and pompous Silliness! I know 


full well that you will 1 iv me low at 
last No matter whilst I have 
breath, I will fight you, 1 will fight you, 

I will fight you” is emptily theatrical'' 
Could it be fairly said that Cyrano 
actually falls a victim to silliness here? 
That his wit and capacity for self-irony 
which make him delightful in the first 
act desert him here? 

8 Taking the play as a whole, in 
what scenes is Cyrano most plaus>ble r 
Least plausible? In what scenes is he 
most attractive? Least attractive? 

9 What is the qu ilitj of his lov e for 
Roxane? Is it based on inv meeting of 
minds, on any comprehension of her 
personality? (Does Roxane, by the 
w a\ , hav e a personalitv r ) Or is Cyrano’s 
lov e for her the lov e for something com- 
pletely remote and unreal? 

xo W hat is the total intention of the 
plav Is it suecessfully realized'' Taking 
the pre.ious questions into iccount, 
write a full analysis of the pin} How 
muel must your judgment of the play 
be influenced by the changes of tone im- 
plied by questions 3, 5, and 7? Do the 
changes in rone suggest uncertainty in 
the luthor’s intention? 

11 I he balcony scene, as well as 
other aspects of this plav, is somewhat 
suggests e of Shakespeare’s Romeo and 
Jitlnl How far do the sunil inties go? 
Whit are the fundamental differences? 

Is Shakespeare’s plaj “romantic” in 
the s line wav that Rostand’s 's? 

12 lo whit extent might Cyrano be 
comp ired with Talstaft (thej both have 
physic dlv grotesque characteristics that 
are laughed at, both have a sense of 
humor, etc ) ? What is the difference 
between the attitudes of the respective 
authors toward these characters? 
Which author views his character more 
objectively? Sees him more complexly? ‘• 4 ’ 

13 Compare the treatment of lov e in 
Rostand’s play with that in Congreve’s 
Way of the World, in which Ijve is also 
a central theme. 



22 


APPENDIX A 


THE SECOND SHEPHERDS’ PLAY* 


The Second Shepherds’ Play (a late 
medieval drama) presents some useful 
points of comparison with Plautus’s 
Menaechmi , since it also belongs to the 
category of farce As a matter of fact, 
the English play in some ways seems 
even more primitive than the Latin one 

1 Does The Second Shepherds’ Play, 
however, depend primarily upon coin- 
cidence or upon character? To what ex- 
tent can you trace the central events to 
the character of the shepherds? Of Mak? 
Of Mak’s wife? 

2 In one sense the three shepherds 
might be said to function as one char- 
acter Does the author, however, try to 
differentiate them? Examine their lines 
in the opening scene and, more lmpor- 

* The Second Shepherds' Play may be found 
m the Riverside Literature Senes, ed C G 
Child, Boston, 1910, m The Story of the 
Drama, ed Joseph R Taylor, Boston, 1930, 
Vol z, British Prose and Poetry, eds Lieder, 
Lovett, and Root, Boston, 1938, Vol 1, 
and The Literature of England, eds Woods, 
Watt, and Anderson, Chicago, 1936, Vol 1 


tantly, in the scene in which they visit 
Mak 

3 How good a technician is the 
author? Does he generally prepare us 
for what is going to happen later in the 
play? What early evidence is there of 
Mak’s cleverness? Of his acting ability? 
Why are we not surprised by his thiev- 
ery? By the mode of concealment of the 
stolen lamb? 

4 Is there any irony in the play? 
Consider especially the discovery scene 

5 Is there any real wit in the scene 
preceding the discovery? Are there any 
puns? 

6 The play as a whole shows how 
secular material was replacing Biblical 
material at this late period m the de- 
velopment of the so-called Miracle 
Plays Does the author, in adding his 
original comic story, in any way con- 
nect it with the Biblical story? Some of 
the characters, of course, are the same, 
but, beyond that, is there what might 
be called a comic version of the serious 
theme? 


COMEDY OF ERRORS 

By WILLIAM SHAKESPEARE 


Since Shakespeare’s Comedy of Errors 
is based partly on Plautus’s The Twin 
Menaechmi, it should be interesting to 
compare the two plays 

1. Shakespeare’s Farce. The use of 
the two sets of twins presents a more 
extreme version of farce than The Twin 
Menaechmi (the idea may have come 
from Plautus’s Amphitryon) Does this 
seem to you to make for funnier or 
cleverer situations? Is it a valid rule 
that, the greater the possibility of mis- 
taken identity, the greater the potential 
comic effect f Or must other matters be 
considered ? To what extent would comic 
effects be diminished by the probable 
state of confusion of the audience? 


Would the audience feel inclined to 
make the effort necessary to keep 
things straightened out? 

Yet Shakespeare adds other external 
complications — the problem of the 
twins’ parents and of Aegeon’s saving 
his life, the Adriana-Antipholus-Luciana 
triangle plot, the merchant-Angelo 
complication in Act IV 1 Note how, as 
he multiplies his attractions, Shake- 
speare intensifies his problem of winning £ 
our assent, our “willing suspension of 
disbelief” Note to what extent the 
main plot, as well as occurrences along 
the way, depends upon coincidence Is 
there much effort to motivate the very 
important meetings of wrong people? 
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Again, is there any logical reason why 
Antipholus of Ephesus and h’s Dronno, 
when they are trying to gel into the 
former’s house in Act III 1, should be 
ablL to get absolutely no attention from 
w ithin ? 

The essential problem of probability, 
of course, lies in the attitude of charac- 
ters to the situations which confront 
them Does Shakespeare s itisf ictorilv 
explain their lack of suspicion and ra- 
tional inquiry Note what Antipholus 
says about Ins sere ant in Act I n, and 
i what, in general, the Syracusans be- 
lies e — that they are bewitched Com- 
pare this with Menaechmus II’s effort 
to rationalize his experiences Does 
Shakespeare work out his method as 
thoroughly as Plautus? 

Does the reader has e to make too 
many concessions? Does he find suf- 
ficient return in the combination of 
juggling act (how long can the confusion 
be kept up?), the grotesque (Dromio’s 
description of the maid in Act III 11), 
and pie-throwing farce — the beatings of 
the Dromios (why do these not seem 
serious?)? Compare the effort required 
by Congreve’s W ay of the Jf arid 

2. The Change from Farce. Yet the 
play actually tends — not very success- 
fully, of course — to be something more 
than farce, and we can profitably ob- 
serve how certain de\ ices bring about 
* changes in tone 

For inst ince, Aegeon’s being m dan- 
ger of losing his life suggests melodrama 
or even the problem play What is ac- 
complished by the amount of space 
allotted to Aegeon’s tale? By the fact 
that Antipholus of Syracuse falls in 
love with Luciana? By the fact that the 
courtesan appears, not as the mistress 
of Antipholus of Ephesus, but only m an 
incidental role? 

There is an important movement 
toward drama of character in the change 
of PI lutus’s shrewish wife into an 
Adriana who has some sensitiveness and 
intelligence In Act II 1, the lateness of 
the husband, instead of calling forth 


farcical rage, introduces some discussion 
of marital relations — in the manner of 
the problem play The difference of 
opinion sen es partly to characterize 
both sisters, and the contrast between 
them attracts the interest that in a 
straight farce might be directed toward 
vituperation against the missing hus- 
band Adriana is still more interesting, 
how ev er, m the second part of Act II 11, 
where she speaks partly in grief, paitly 
m incredulity, but chiefly with a desire 
to grasp the fundamental implications 
of the situation As she examines in- 
fidelity in the light of the doctrine that 
man and wife are one, she develops the 
paradoxic ll position that his adultery 
becomes hers We are invited to study 
and understand rather than to laugh. 
How consistently does Shakespeare 
keep the treatment of Adriana at this 
level? 

How does the tendency away from 
farce appear at the end of Act III 1? 
In what ways does Balthazar actually 
suggest the atmosphere of the comedy 
of manners? Note especially these lines. 

Her sober virtue, years, and modc,tl , 

Plead on her part some cause to you un- 
know n 

Here he (i) thinks m terms of character 
and (2) suggests that there may be a 
rational explanation of the mystery 
Are sueh actions characteristic of farce? 

In Act III 11 what serves to make 
Luei tna a developed rather than a 
blank 01 passive character? Is her rela- 
tion to Antipholus used merely for 
“love interest,” or is the love moti- 
vated? Note that the romantic element 
heads off another farcical possibility 
When Adriana takes Antipholus of 
Syracuse home, there is a situation 
which could lead naturally to “bed- 
room farce,” the kind which skirts the 
possibility of adultery But Shake- 
speare eliminates this possibdity by Ins 
partly serious treatment of Adriana and 
by focusing the yisiting Antipholus’s 
attentions directly on Luciana. Of 
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course, the conflict of tones makes a 
totally satisfactory handling of the 
Luciana-Antipholus scene practically 
impossible If she makes the logical 
recognition that this is another Antiph- 
olus, the play ends, if she accepts 
Antipholus, her position is inconsistent 
and immoral, if she rejects him, the 
later rapprochement is less plausible 
What is called for is a treatment of 
conflict within Luciana, but this is 
barely suggested, if the treatment were 
complete, the play would be quite dif- 
ferent 

This, then, is the chief problem of the 
play, in attempting to do several dif- 
ferent things, Shakespeare cannot do 
them all completely or consistently Do 
you feel that this is a basic defect or 
that the interest of the work is increased 
by giving it to some extent an appeal 
more mature than that of farce? 

OTHER QUESTIONS 

3. Trace out Adriana’s reaction to the 
apparent arrest, madness, and immur- 
ing of her husband Is the effect here 
that of farce or of something else? 

4. To what extent does Act IV 11 de- 
velop an inner conflict m each of the 
sisters? 

5. Study the different elements in Act 


V which contribute to a tone of farce 
or to other tones. 

6 What change is effected, if any, by 
the dropping of Plautus’s parasite? 
Who might be said to replace him ? 

7 Do the v anous puns, like that upon 
marks in Act I 11 81 ff, and the witti- 
cisms, like those in Act II, suggest the 
effects of farce or of some other kind of 
comedy? 

8 Does Shakespeare handle his ex., 
position differently from Plautus? How 
useful is the situation in Vet I 1 for 
exposition? Does Shakespeare ever rely 
on Plautus’s device of having a charac- 
ter make explanations directly to the 
audience? 

9 Do the Ephesus-Sv racuse legal 
relations, since they affect only a small 
part of the action, receive dispropor- 
tionate attention? 

10 How does Shakespeare try to 
rationalize the co-existence of the two 
sets of twins? Does he do anything 
about the recurrence of the names (note 
Plautus’s handling of this) ? 

11 Why, m Act III 1, is the conver- 
sation between those inside the house 
and those outside so managed that no 
one in either party sees an> body in the 
other? Is there any effort to make this 
plausible? Would you say that the 
scene typifies the procedures of farce? 


MAJOR BARBARA* 

By G. B. SHAW 


In certain regards Major Barbara re- 
sembles Ibsen’s Rosmersholm. Like 
Rosmersholm, Shaw's play deals with the 
disillusionment of an idealist who is 
forced to see that the springs of human 
action are other than she has supposed 

■* This play was printed separately in 
London, 1912, and New York, 1912, it may 
also be found in John Bull’s Other Island and 
Major Barbara, New York, 1918, and in 
Vol XI of the Collected , Works, New York, 
1933 ff 


and to realize that the ideals in which 
she has believed are either masks for 
ugly realities or are warped by realities 
into travesties of themselves 

But, whereas Ibsen’s play is worked 
out as a tragedy. Shaw’s is developed i 
as a kind of comedy The difference is 
pervasive - it has much to do with the 
fact that one play has an “unhappy” 
ending and the other an “optimistic” 
ending. It shows itself in a number of 
ways: in the brisk tone of Shaw’s play 
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in its concern for ideas as such, in the 
lack of preoccupation with the indi- 
vidual and in the concern with society, 
in the use of fantastic plot situations, 
swift reversals of situation, etc. 

As his preface indicates, Shaw is ob- 
viously interested in ideas for their own 
sake Does he sicnhcc anj qualities of 
the play to his concern for presenting 
ideas' 1 Is the pi ly merely an evtension of 
the preface? Or does the play as a 
whole transcend the ideas' 1 

( 1 here can certainly be no objection 
to the author’s using iny method he 
wishes as a means of expressing his 
ideis — tract, billboard, or plav But if 
we are trying to judge the status of a 
play as a play, it is important to deter- 
mine whether or not the play is being 
used merely as a vehicle for something 
else, and whether or not it is in effective 
vehicle Moreover, if the pi ly should 
turn out to be prim inly a tract, then 
we hav e a right, of course, to apply to it 
the criteria w hich one applies to tracts 
Every play, of course, deals with a 
problem, with human problems The 
issue is whether it treats them in the 
manner of a tract or digests and assimi- 
lates them to its own being as a great 
drama does ) 

1 Which characters are real? That 
is, which impress us as being humanly 
complex? W ? hich are oversimplified to 
caricatures? Are the caricatures good 
caricatures? That is, in which art the 
simplifications and distortions justi- 
fied? 

2 Is the initial situation fantastic or 
realistic? In answering this question, 
take into account the probability of the 
Undershaft method of inheritance and 
the probability of Lady Bntomart’s 
having a daughter in the Salvation 
Army. 

3 Does the plot ever border on 
farce? Can you justify the dramatist’s 
use of surprise and coincidence? For 
example, Bill’s girl happens to have 
fallen in love with Todger Fairmile, the 
wrestler, who, it turns out, has recently 


been converted by the Salvation Army, 
and, last of all, it comes out that Todger 
Fairmile is the brother-in-law of the 
brother of Shirley who has just come 
into the Salvation Army hut for the 
first time and gets into talk with Bill. 
1 his set of coincidences obv lously makes 
Barbara's job of pacifying Bill con- 
siderably simpler Has the dramatist 
oversimplified her task too much? 

4 What does Undershaft represent? 
Is he plausible? Is he consistent? Ob- 
viously, Shaw is using him to make some 
of the points which he is anxious to 
make Does Shaw simply “ state” the 
points, as an essayist might do, or does 
he embody them, dramatize them? For 
example. Undershaft says, ‘ I said, 
Ihou shait starve ere I starve’, and 
with that word I became free and 
great . That is the historv of most 
self-made millionaires, I fancy ” Yet, 
Undershaft is not self-made he was 
adopted into the firm Again, Under- 
shaft demands that Cusins abide by the 
Armourers’ Faith to sell to any man 
with the price Yet Cusins is to be 
adopted and taken into the firm so that 
he may use the power which the firm 
represents in order to sav e society 

5 Is Undershaft the author's mouth- 
piece at any points in the play? Is 
Barbiri? W here? 

6 What is the function of Cusins? 
Is there anv reason to believe that he 
will be i successful armaments maker? 
W hy does Undershaft adopt him as his 
heir? 

7 It is sometimes said th it in read- 
ing a Shaw play one should pay no at- 
tention to the plot but simply listen to 
the amusing talk. In that case, why 
should Shaw have put his talk into a 
play at all? Is the dramatic mode 
justified? How? 

8 Assuming that the talk is brilliant, 
is it brilliant merely from moment to 
moment, or does the brilliance spring 
from profound insights into the way that 
human beings an'd the societv in which 
they liv e behav e? Tnat is, do the charac- 
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ters ever shift position for the sake of 
scoring a point? Do later speeches 
ever contradict earlier speeches ? Or 
are the characters ultimately consist- 
ent? For example, Undershaft hates 
poverty for himself and takes means to 
insure himself against it Does his single- 
minded demotion to this end allow room 
for a desire to eliminate poverty for all 
men? What motivates his desire to 
entice Cusins and Barbara into the firm? 
To increase his own wealth? To have 
about him people whom he likes? To 
put power into the hands of idealists for 
the betterment of the world ? 

9. Consider the play as a satire. 


What types of people and what institu- 
tions are attacked ? How effective is the 
satire? Illustrate 

10 How does the comedy of Shaw 
differ from that of Congreve and 
Sheridan? Are the latter two concerned 
primarily with the problems of Society 
or with the private problems of indi- 
viduals in a society which the authors, 
though they may laugh at some aspects 
of it, in the main accept? 

11 Insofar as the plot borders on 
farce, does it tend to resemble the farce 
of Plautus? Or is there still a funda- 
mental distinction? 


RIDERS TO THE SEA* 

By JOHN M SYNGE 


Perhaps the most remarkable thing 
about this play is the intensity of effect 
it achieves m proportion to its unusual 
brevity The intensity, no doubt, is the 
result of a number of factors The 
student might investigate the follow- 
ing matters, however, in an effort to see 
how the play gains its power 

1 The plot (which at first reading 
may seem over-simple) is actually very 
tightly packed it deals with the last 
day of a long, long struggle which the 
old mother has waged against the sea 
On this day the body of her son Michael 
is identified, and the last son, Bartley, 
is drowned The struggle is over How 
do these events gain power from the 
struggle which they suggest? How does 
the identification of Michael’s body 

* This play is available in a separate edi- 
tion, Boston, 1911, in'Synge’s Works, Boston, 
1912, and in the Complete Works, New York, 
1935, in A Book of Modern Plats, I ake 
Librarj , ed George R Coffman, Chicago, 
1923 / Treasury of the Theatre, ed R B 

Mantle, New York, 1935, The Atlantic Book 
of Modern Plays, ed S A Leonard, Boston, 
1934, and Representative Modern Dramas, ed 
C H Whitman, New York, 1936 


prepare for, or “set up,” the death of 
Bartley? 

2 Notice that the play is finally 
Maurya’s play, the tiagedy, if it is a 
tragedy, her tragedy How is attention 
directed to her from the \ ery beginning 
of the play ? How do the speeches of the 
girls focus attention on her reaction to 
events rather than on their own? Does 
her reaction to Bartley’s death, which 
comes as a surprise to the girls, consti- 
tute the surprise ending of the phy? Or 
docs Bartley’s death constitute the sur- 
prise ending? Is it his death or her re- 
action to it that focuses the theme of 
the pi ly ? 

3 It ought to be apn irent that the 
play gives little scope for full develop- 
ment of the characters The persons in 
the play tend to remain types How 
does the author make a virtue of this 
fact, one which would usually be con- 
sidered a drawback? May it be said 
that the characters tend to be sym- 
bolic? If so, what do they symbol- 
ize? 

4 What other means of symbolism 
are used in the play? Consider the white 
boards, for instance How do they point 
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the implications of the play — at the 
beginning and at the end? 

5. It may be said that Riders to the 
Sea consistently uses symbol rather 
than direct statement, or, in more gen- 
eral terms, understatement rather than 
overstatement. How does the ending of 
the play illustrate this method? 

6. Is there sufficient struggle in this 
play? It is true that Maurya tries to 
keep Bartley from going to the boat. 
But does her action constitute enough 
conflict to allow the play to be con- 
sidered a tragedy? Could it be said that 
this conflict really has its function in 
pointing to a deeper conflict, of which 
it is merely one aspect? What is this 
deeper struggle? 

7. Is Maurya too passive to be a 
tragic protagonist? How would one go 
about defending the play on this point? 


8. Consider the appropriateness of 
the dialogue to the effect of the play. 
The speech of these peasants, which is 
removed from the dialogue of the every- 
day world, serves what function in the 
play? Is it, however, too “poetical,” 
that is, unnaturally elevated or pretti- 
fied? If not, why not? 

9. With regard to the importance of 
the part played by the sea, this play may 
be compared with Racine’s Phaedra and 
Euripides’ Hippolytus. There is, how- 
ever, a sharp difference in the meanings 
given the sea. How do those meanings 
vary from play to play? How does the 
meaning of the sea influence the tragic 
quality of the different plays? 

10. What is the difference between 
the deaths by drowning in Riders to the 
Sea and those in Rosmcrsholm? 


APPENDIX B 


Historical Sketch of the Drama 

A s the word sketch indicates, the following account is but a very 
brief and incomplete outline of the development of classical 
and modern drama. It is intended chiefly for classes in which the instructor wishes 
to combine the analysis of dramatic forms with the use of historical perspectives. 
Its principal function is to indicate how the plays discussed in this volume (either 
in the body of the text or in Appendix A) fit into or illustrate a historical pattern. 
The names j>f such plays are preceded by an asterisk. 

ritual dance. The first step toward 
tragedy, it is usually assumed, was the 
chorus leader’s coming to have a sepa- 
rate part and carrying on a “dialogue” 
with the chorus; then the leader im- 
personated Dionysus or some other 
character in a story about Dionysus. 
Thus he became the “ first actor. ” 
supposedly the creation of l'hespis in 
the sixth century- B.C. Aeschylus added 
the “s econd actor”' and Sophocles the 


'■'CLASSICAL 


DRAMA 


Both classical and modern dram a 
ar e of religious origin , and in part, there- 
fore, the history of both is a record of 
the evolution from ritualistic beginnings. 

of Dionysus, god of fertility; the origina l 
form was a hvmn of praise (dithyramb ) 
sung by a chorus which also engaged in a 
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third, in the fifth centur y b.c. Thus, 
there cameTaFduFTgreat increase in the 
importance of dialogue, and hence of 
plot and character, and a corresponding 
decrease in the importance of the 
chorus. 

But the chorus remained, always an 
integral part of Greek drama : the drama 
retained its original religious associa- 
tion, the presentation of plays being part 
of extensive and complex religious serv- 
ices; the “pl ots” came almost en- 
tirely from t raditional stories about 
certain families and individuals and 
their experiences in a world in which 
divine agency was always present. In 
, the drama, then, religion and all its 
| imaginative and cultural manifestations 
1 were brought jjLa_focus. The religious 
festival to which the drama belonged 
took place in the spring, a week-long_ 
hoTcday ; it was. a cam man tty activit y 
and experience; part of the exp enses 
were borne by th elitateTa strict dis ci- 
pline was observed . At the theatre the 
audience sat on semicircular benches on 
a slope; before them danced the chorus 
on a circular orchestra (“dancing 
place”), in the center of which was an 
altar of Dionysus; the acting was on the 
dancing place and possibly on a raised 
platform behind it. To the rear was the 
skene or tent (for dressing); its wall 
could be painted to create a scene. 

Such plays as survive indicate that 
the fifth century was the high period of 
Greek drama . During the religious 
festival tragic poets presented their 
dramas in co mpetit ion (there were 
separate competitions for comic and 
dithyrambic poets); e ach competitor 
bad to pr esent a tetralogy — a tragic 
trilogy plus a lessserious “satvr-nlav .” 
TT\e~~*Uresteia of Aeschylus (525-455 
B.c.) is the sole surviving trilogy; it il- 
ustrates not only the various formal 
ispects of Greek tragedy, but also the 
severe tone and high moral concern of 
Aeschylus. Of his approximately 90 
day, 7 survive; he won 13 first prizes. 
Sophocles (495-405 b.c.) wrote about 


125 plays, of which 7 survive; he won 
20 first prizes. In his Antigone we ob- 
serve a characteristic conflict of forces 
to which humanity is subject; in hid 
Oedipus Rex, the irony for which 
Sophocles is distinguished. Euripides 
(480-406) wrote about 90 plays, won 
only 4 first places, but became very pop- 
ular later, as is shown by the survival of 
18 of his plays. He was a “modern,” 
so to speak: rather a skeptic of the 
values which Aeschylus took for granted, 
somewhat of a psychological analyst, 
and, in Browning’s words, “The Human 
with his droppings of warm tears.” 
These characteristics all have some 
part in his *IIippol\tus. 

Greek comedy had a separate evolu- 
tion from Dionysiac ritual. The sur- 
viving comedies are later than the 
tragedies. In the fifth century b.c. 
there flourished “Old Comedy,” charac- 
terized by sharp satire of institutions 
and individuals, obscenity, lustiness, 
colorful language and farcical effects. 
The type is brilliantly represented by 
the 11 surviving plays of Aristophanes 
(448 ?— 388?), who wrote 40; the 11 are 
the only complete Greek comedies 
extant. A conservative, Aristophanes 
constantly satirized the new and the 
present — in The Banqueters, the New 
Education; in The Wasps, the pas- 
sion for law courts; in The Acharnians, 
the war with Sparta; The Frogs, by 
I the way, shows a preference for 
'! Aeschylus over Euripides. Of Middle 
] Comedy, no examples are extant; New 
iComedy, which flourished in the fourth 
\century, is represented by many frag- 
ments °f Menander. It was milder in 
lone than Old Comedy, dealt with types 
rather than individuals, and used a 
wide variety of emotional effects, show- 
ing the influence of Euripides. Menan- 
der’s work can be conjecturally es- 
timated from that of Terence, the 
Roman dramatist who borrowed from 
him. 

Developing partly from primitive na- 
tive models and to a greater extent by 
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imitation of Greek models, Roman Christians and finally put out of bush 
dra ma Jie aan in _the tin rd_ccn.t _ury~r; c . ness by the m\ aders from the North. 

Presentations originally took plate on But luiIuhls later, Roman diama was 

ceremonial occasions, some of them rediscovered and had a v ast influence 

historically religious in significance, but on the European theatre 

in Rome the secularization of the drama 

was completed The great period of MODERN DRAMA 

Roman drama came earlv — in the third 

and second centuries Of the tragedy of The classical Roman drama that was 
that period — imitated from the Greeks, so much admired and copied in the 
especially from 1 unpides, and using Rcnaissince exerted its influence upon 
largely the traditional subjects of a new dramatic stream that had its 
Greek drama — onl\ isolated passages origin in the Middle Ages — in the 
A sunn e But comedv is well represented Roman Church We can trace a linear 
of the ioo plajs iscribed to Plautus development from Christian ritual to 
(254 5 -i 84 ? ), 20 survive, and all 6 of the contemporary stage In fact, the 
those by 1 erence (195 1 59 ? ) are c\- progress from the ninth century, when 

tant Plautus’s plays are marked b\ the first known dramatic additions to 
lively farce, rapid movement, bolster- the liturgy appear, to the end of the 
ous language, the confusions resulting sixteenth century, when Shakespeare was 
from mistaken identity and other such in the middle of his career, is roughly 
external matters These characteristics computable to the progress from the 
appear in *" 7 lu P in Menmchmi and earl} Dionysiac dithyramb to the age 
in lmphitr\on , both ot which in- of Aeschylus, Sophocles, and Euripides, 
fluenced Shakespeaie’s 'Cinud\ <f Er- The development of drama was 
rors Terence, who also uses rather roughly the same throughout the Chris- 
stereotyped situations, produces a less tian world The first step appears to 
In eh play but one with more charac- have been the addition of certain lines, 
teri7 ition and wider emotional appeal tailed a “trope,” to the Easter Mass, to 

Influenced b) Menander, he himself be spoken by members ot the clergy in 

was enormously influential on Renais- assumed roles T he earliest extant trope, 
sance dramatists throughout Europe the Qmm QuaerUis, is four lines long, 
7 he U oman of !> dros is perhaps his three are spoken by the Amgcls, one by 
best known plav the Marvs Apparentlv roles were added, 

' The only surviving Roman tragedies lines expanded, and actions developed 
are the 10 ascribed to Seneca (l) c 4’- until the various aspects of the Easter 
65 v u ), which show the influence of storj were fully presented by the clergy 
Euripides md are all on Greek subjects and constituted an import int part of 
(eg, Malta, Phaccha, Oedipus, t'A^y the serv ices Then the ev ents connected 
mevinon) Inferior to Greek tragedy,)/ with the birth ot Christ were also 
the}' are marked by their effort to do' dramatized, as well as other phases of 
Greek themes in purely human terms, the life of Christ, finally various epi- 
by scenes of horror, declamatory pas- sodes in the New Testament, and then 
sages, epigrammatic lines, the use ol in the Old, were added to the repertory, 
supernatural forces such as ghosts, and The term M%ster\ is generall} used to 
of themes such as revenge and hatred denote plays on Biblical themes, and 

W ith the decline of the drama, the the term Miraclt to denote those based 

Roman theatre finally came to house a on S lints’ lives — a very popular source 
form of entertainment comparable to of drama. 

that of modern circuses, burlesque, and As a result of the growing popularity 
vaudeville, it was attacked by the of such plays, they wer,» finally pre- 
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sented outside instead of inside the 
church, the Latin, which was the um- 
\ersal language of the Church and 
hence of the drama, ga\e way to the 
■vernacular (English, French, etc), 
finally the Church g i\ e up all connec- 
tion w ltb the pi ivs, and they fell into 
the hands of, ind were highly dev eloped 
by, the Guilds (trade and professional 
associations) The Guilds of different 
towns worked up collections of plays 
known as Cycles — series which pre- 
sented the Christian world from Crea- 
tion to Doomsday The \ ork Cy cle, the 
most complete of the few e\tant cycles, 
contains 49 plays Under the Guilds 
such plays continued to be popular 
even through the sixteenth century 

Long before that, however, other nn- 
poitant developments had taken place 
The basic element in the total seculariza- 
tion of the drama was of course the 
secularization of the materials, gradu- 
ally the Biblical stones began to be 
treated with considerable fiecdom and 
originality, and to be expanded by 
the addition of non-Biblical elements 
Noah and his wife, for instmce, were 
often used to provide domestic cornedv 
of a sort analogous to the Jiggs comedy 
of today One of the best ex unplcs of 
the almost complete displacement of 
Biblical by secular materi il is x The 
Second Shepherds’ Pla\ (1400') A con- 
siderable broadening of the materi ds 
available Cgrflruinu was accomplished 
bv the AJofality PI iv , a new form vv hieh 
came into prominence in the fifteenth 
century It ,v is a dram itic allegory, 
which is conventionally described as a 
battle between the Virtues and Vices 
for the soul of man Despite the use of 
abstract characters, the Morality was 
often very concrete in detail, and, ap- 
plied to current educational and politic il 
themes, it was popular throughout the 
sixteenth century 1 he best ex imple of 
the Morality Play is * Everyman (ea 
1500?) 

The next step toward completely 
secular themes and toward secularized 


and individualized characters may be 
seen in the comic plays of John Hey- 
^vvood (called Interludes) in 'Ttrc'Tirst" 
third cnthe sixteenth century By this 
time, however, the spread of cl issical 
learning, which was the most conspicu- 
ous feature of the Renaiss incc, vv as 
bringing about considerable f mull inty 
vv ith the Roman dram 1. md from it 
were learned lessons about form, plot, 
and characters ition lull-length hve- 
act plays appeared, with more eomplex 
plots and more mature eh iravteriza- 
tion Roman influence appe irs strongly 
in such a comedy as Nichol is l {lull’s 
Ralph Roisttr Dmster (ea is4°") *nd 
such a tragedy as Sickvillc and Nor- 
ton’s Gorboduc (ca 1560') After the 
mid-sixteenth century', then, the 1 ng- 
hsh dram i, open to all kinds of m itcriuls 
and charictcrs, and growing const indy 
more f imili lr vv ith the fully dev eloped 
cl issic il forms, w as re idy for the per- 
fecting touch of skilled utists Hus 
development from f urlv primitive to 
rather mature forms vv is lugclv the 
work of 1 set of bnllnnt youn„ gradu- 
ates of the universities — usu illy tilled 
“lhc University Wits” — who begin 
writing for the the itre in the i^So’s 
Such men as George Peek John Lyly, 
Cnnstopher Marlowe, Robert Green-, 
ind I homas Kvd not only g iv e the 
drama a more skillful man igcmcnt of 
plot and a profounder char >ctcri/ 1- 
tion th in it II id known before bur also' 
ere ited the v irious tonne md trigic 
types which Skikespeue ind lus liter 
contemporaries were to use so hnlli intiv 
Shakespeare, who did most of his 
writing between 1590 and 1610, began 
his career with simpler types such as the 
He 111 \ VI plays and *Comed\ of Lirors 
(1591) Then he yvent on to develop the 
comic genre in such plays as Du Mer- 
chant of l emce and As \ on LM t I , ind, 
in the *11011 v 11 pi lys, to develop the 
“chronicle” play as very successful 
mature comedy To his third period, 
the first decade of the seventeenth cen- 
tury, belong the tragedies — Lear, 
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Hamlet , Othello, Macbeth, and at the 
end came such plays as The Tempest 
The plays are in v crse form, they repre- 
sent the wedding of great drama with 
great poetry Poetic brilliance also 
characterizes other Elizabethan dram i- 
tists — Webster, louintur, Middleton, 
Rowley, Shirley, 1 ord in tr igedy (even 
when sensationalism and sentimentalism 
begin to make inroads) , Dckker, Massin- 
ger, Marston, Middleton, and Shirley 
in comedy Notable m the period also 
are the romantic comedies of Beau- 
mont and I' le teller, the ‘ humors” 
comedy of Jonson, and the domestic 
drama of I ley wood ihe age finally 
ends with the closing of the theatres b 
the Puritans in 1642. 

In other countries in Europe drama 
developed from its medieval phase by 
steps analogous to those which occurred 
in Lngland 1 he Renaissance drama 
w is brilliant m both Spain and France 
In Spam Lope Teliv de Vega Carpio 
(1563-1635) is said to have written two 
thousand plays lie is well known for 
the romantic “cape and sword” plav 
exemplified by The Star of SuilL and 
for a more mature type in which is 
found a mixture of comedy, tragedy, and 
the problem play — as in 4 Tin king jhe 
Greatest Health Pedro Calderon de 1 1 
Barca (l6oo-i6S>) wrote romantic 
drama often considered to be philo- 
sophical, such as life is a Du am Ihe 
great period of the 1 reneh dr inn w is 
the sev entccnth century , w hen, under 
the influence of the 1 reneh \cadcmy, 
the “ classic il rules” bee unc much more 
important than they ever were in Eng- 
land In tr igedy the chief names are 
Pierre Corneille (1606-16S4) and Jean 
Racine (1639-1699), working within the 
neo-classical conventions, the latter 
produced a poetic drama in which 
human nature is penetratingly grasped 
His *Phatdia is one of his best known 
plays Moliere (Jean Baptiste Poquelin, 
1622-1673) wrote brilliant satirical 
comedies such as Les Precieuses Ridi- 
ruUs and 7 attufft Ciissiusm held on 


tenaciously in the Trench drama, 
finally giving way, in the eighteenth 
century, to the domestic drama of 
Diderot and others, and, in the nine- 
teenth, to the romantic and historical 
plays of Victor Hugo 
After the Restoration in 1660, the 
brilliance of t-hzabethan tragedy is 
gone We find instead the so-called 
“ heroic drama" of Dryden and others — 
a romantic rhetorical genre frequently 
hingemg on such conflicts as that be- 
tween love and honor, the tragedy of 
Otway and others in which pathos 
is stressed, “classical” or “rules” 
tragedy, successfully practiced m Dry- 
den’s -111 for Loie (1678) and then de- 
clining for the next century Restora- 
tion drama reached its peak in comedy 
of manners — the gay, witty, satirical 
presentations of the sophisticated world 
which we see m Etherege, Wycherley, 
Congreve, Vanbrugh, and Farquhar 
Actually, the most famous play from the 
group, Congreve’s '"'Ihe Wa\ of the 
If aid, as well as much of the work of 
Vanbrugh and Farquhar, falls in the 
eighteenth century, which then sees 
the gradual disappearance of comedy 
of manners and the rise of sentimental 
comedy Exemplified in such plays as 
Richard Steele’s The Conscious Lovers, 
this type tends to substitute the ad- 
mnation of virtue for the ridicule of 
folly , its influence extends ev en to 
bhv.ridan, whost > 77 n School foi Scandal 
is 1 hte-century effort to rehabilitate 
the comedy of manneis The bourgeois 
influence, to which the change in 
comedy is generally ascribed, also affects 
tragedy, in Lillo’s v The Londo ? , Mer- 
chant, moralizing is joined with senti- 
mental and melodramatic effects With 
the decline of both tragic and comic 
perception, the turn of the century sees 
drama at a new low, Morton’s Speed 
the Plough illustrates the combination 
of farce and melodrama which domi- 
nated much of the nineteenth-century 
theatre > 

In the meantimo the R’omantic poets 
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were writing a good deal of closet 
drama; some Romantic work — plays 
by Goethe, Schiller, and Victor Hugo, 
for instance — had considerable influ- 
ence upon the theatre; Shelley’s trag- 
edy The Cenci and Goethe’s philo- 
sophical Faust have been of continuing 
literary interest. The Romantic impulse 
is always more or less present, of course, 
and we find it, in a specialized manifes- 
tation, in Rostand’s *Cyrano de 
Bergerac (1897). 

In the last seventy-five years, how- 
ever, the dominant force in the drama 
may be said to have been the “prob- 
lem” — the special issue arising out of 
contemporary economic, social, and 
political conditions. The strongest in- 
fluence has been that of the Norwegian 
Ibsen in such plays as The Doll’s 
House, Ghosts, and The Enemy of the 
People; at his best, as in *Roj mersholm, 
we see Ibsen approaching tragedy. In 
France, problem plays were written 
by Brieux; in England, by a succession 
of dramatists including T. W. Robert- 
son, Sir A. W. Pinero, Henry Arthur 
Jones, John Galsworthy, Granville 
Barker, etc. Two witty Irishmen have 
dealt with problems in a special way. 
Oscar Wilde has combined the problem 
play with the epigrammatic comedy of 
manners, as *Lady Windermere’s Fan 
indicates. George Bernard Shaw em- 
bodies his treatment of the problem in 
an argumentative realistic comedy 
which specializes in turning accepted 
points of view upside down. *Major 
Barbara sheds light upon his methods. 
It is impossible to list here the in- 
numerable contemporary writers of 
problem plays. Suffice it to say that 
Maugham’s *The Circle shows a 
rather witty treatment of a problem in 


personal conduct, while Rice’s *Slrcet 
Scene illustrates an American handling 
of a problem of society. In recent years 
there has been a special concern with 
psychological problems, such as that 
treated in Howard’s *The Silver Cord. 
It is of course not fair to the varied 
productions of Eugene O’Neill to de- 
scribe him wholly in such terms, but 
*Mournivg Becomes Electro, at least, 
does exhibit the psychological interest 
at an extreme — the reduction of an an- 
cient myth to terms of modern abnor- 
mal psychology. 

A special feature of t\\ cntieth-century 
drama has been the Irish drama, which, 
with its stress upon Irish themes and 
language, exemplifies a rather wide- 
spread modern tendency to find special 
expression for national and local themes. 
The chief figures in the Irish movement 
were Yeats, Lady Gregory, and Synge, 
whose *Riders to the Sea is one of the 
most popular Irish plays. In the Irish 
plays, too, we find a good deal of the 
symbolism which, from Ibsen on, has 
had a regular if minor place in modern 
drama, and of the use of poetic form 
with which there has been a good deal 
of experimentation. In Ameiica it is 
especially Maxwell Anderson who has 
essayed the poetic drama. T. S. Eliot’s 
* Murder in the Cathedral is a \ ery in- 
teresting example of the type. 

Perhaps the coincidence of O’Neill’s 
reducing an ancient drama of moral 
and religious significance to terms of 
abnormal psychology, and Eliot’s re- 
turning both to the religious theme and 
the poetic form which originally be- 
longed to all drama — perhaps this coin- 
cidence indicates that we are coming or 
have come to the end of some kind of 
definable cycle. 
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I SOME PRINCIPLES OF DRAMA 

Certain asptcts of drain ar„ here given slightly longer definitions than can be 
conveniently fitted into the usual short glossary This arrangement also makes possi- 
ble a connected discussion of several related terms 


Aristotle’s poetics 

Aristotle’s discussion of tragedy has 
been mentioned frequently in this book 
Some of his important points — this is 
far from a eomplete list — are the 
follow ing * 

1 I r igedy represents men “ as better 
than in aetual life ” ^ 

2 It ‘ endeavours, as far is possible, 
to confine itself to a single revolution 
of the sun, or but slightly to exceed 
this limit ” S 

3 through pity and fear” it 
effects ‘ the proper purgation of these 
emotions ” S' 

4 “ most important of all is the 
structure of the incidents Hence 
the incidents and the plot are the end of 
a tragedj , and the end is the chief thing 
of all” ‘/ 

5 “Character is th it which reveals 
moral puipose showing vvliat kind of 
things a in in chooses or avoids ”/ 

6 “A whole is that which has a be- 
ginning, a middle, and an end A begin- 
ning is that which does not itself follow 
anything by causal necessity, but after 
which something naturallj is or comes 
to be An end, on the contrary, is that 
which itself n tturally follows some 
other thing, either by necessity, or as a 
rule, but has nothing following it A 
middle is that which follows something 

* Quotations in Butchers translation 


is some other thing follows it A well 
constructed plot, therefore, must neither 
begin nor end at haphazard, but conform 
to these principles ” 

7 “Unity of olot does not con- 
sist in the unity of the hero The 

plot, being an imitation of an action, 
must imitate one iction and that a 
whole, the structural union of the parts 
being such that, if any one of them is 
displaced or lemoved, the whole v ill be 
disjointed and disturbed ” 

8 1 -agedy presents not what has 
happened, but what mav happen ” It 
‘tends to express the universal,” that 
is ‘ how a person of a certain type will 
on occ ision speak or act according to 
the bw of piobabilitj or necessity 

9 ‘ Of all plots and actions the epi- 
sodic are the worst I cilia plot episodic’ 
in w hich the episodes or acts 'ucceed one 
another without probable oi necessary 
sequence ” 

10 1 he effect of pitv and terior ' is 
best pioduced when the events come 
on as by surprise, and the effect is 
heightened vvheri, at the same time, they 
follow as cause and effect "S' 

11 An aid to the proper effect of 
tragedy is the reversal, “by which the 
iction v eers round to its opposite, sub- 
ject alw a\ s to our rule of prob ibility or 
necessity ” (this is rtally a definition of 
dramatic irons) s/ 

12 The proper effect is not produced 
by “the spectacle of a virtuous man 
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brought from prosperity to adversity,” 
nor by “ that of a bad man passing from 
adversity to prosperity,” nor by “the 
downfall of the utter villain. . . ?V 

13. The proper tragic hero is “a man 
who is not eminently good and just, yet 
whose misfortune is brought about not 
by vice or depravity, but by some error 

J or frailty” (the “‘tragic flaw”) ’«/ 

14. Tragedy must not depend upon 
spectacle, upon extraneous aids, or upon 
the “monstrous,” “for we must not 
demand of 1 raged) any and ev er\ kind 
of pleasure , but only that which is 
proper to it ”v 

15 Character must be good, true to 
life, consistent with itself and with the 
class to which the person belongs, the 
dramatist should aim at the necessary 
and the probable 

16 The “unravelling of the plot, no 
less than the complication, must arise 
out of the plot itself, it must not be 
brought about by the Dens ex Ma- 
chiva ” 

17. Recognitions, of persons or facts, 
are worst' when brought about by signs 
such as Dirthmarks, best when they 
arise “from the incidents themselves, 
where the startling discovery is made by 
natural means ” 

18 The chorus “should be regarded 
as one of the actors, it should be an 


integral part of the whole, and share in 
the action, in the manner not of Euripi- 
des but of Sophocles ” f 


19. “With respect to the require- 
ments of art, a probable i mpossibility is 
to be preferred to a t hing improbable 
and_yet possible? ’ y' ~ 


CONVENTIONS 

In the study of all arts we hear a good 
deal about certain “conventions ” In 
understanding the drama we need to 
know something about its conventions 
A story is told of a woman who, when 
a theatrical performance produced in 
her a stronger emotional response than 
she liked, toned down her feelings by 


assuring herself, “But this is only a 
play ” Now what she was doing was 
deliberately destroying the til u non upon 
which a work of art depends It is ob- 
vious that if a spectator is going to say, 
“This is only a play,” 01 “ lhese are 
only words on a printed page,” or 
“1 his is only paint upon a c in' as,” the 
play or poem or painting cannot “work” 
for him, cannot exist as forms which 
hav e a reality greater than and differ- 
ent from the bare physical elements of 
|fw Inch they are composed Tor a work of 
| art to have a realitv of its ow n — or, m 
Other cntical terms, to g iv e in illusion 
.of realit) — there are two fundamental 
necessities the spectator must be 
capable of exercising, and willing to 
exercise, his imagination (the suspen- 
sion of disbelief, Coleridge c died it), 

I and the work itself must do certain 
things to engage his imagin ition. The 
1 former needs no discussion here, but the 
flatter needs amplific ition 

Note that at the start the normal 
theatregoer accepts, as patt of the 
artistic reakt \ , certain conditions which 
do not conform to eveivdiy reality. 
At the mov ics he sees onh certain com- 
binations of light and color, which he 


accepts as the equivalents of people in 
action Furthermore, he sees only a 
two-dimensional representation, to 
which he himself adds depth ^t a 
puppet-show he sees six-inch figures 
which he accepts as actual persons of 
full-sue — so successful')' that at the end 
the operator who steos into the stage 
seems like a grotesque giant A.t the 
legitimate theatre he does see people 
like himself, but their actions take 


place in a generally three-sided place 
which is supposedly a normal outdoor 
or indoor scene This discrepancy he is 
not bothered by, however, he takes 
walls away or adds them, as necessary, 
and he transforms himself from a 


physically piesent intruder into an in- 
visible spectator whose presence can be 
no bar to the carrying on of very private 
actions and conversations. 
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We always make these adjustments, 
even without being aware of it, that is, 
we accept certain conventions ; A con- 
vention is a common agreement — 
i either arrived at arbitrarily, like the 
ground rules at a bascb ill game, or re- 
sulting from long pr ictice, like certain 
phases of etiquette Conv entions save 
questions, quibbles, needli ss argument; 
they are conv emenees, and v, e do not de- 
mand that the\ be rational in the way 
that a debate, for instance, should be 
rational 

All kinds of dramatic and theatrical 
entertainments depend fundamentally 
upon conventions — that is, upon our 
willing acceptance of cert un conven- 
tional substitutions for ev erydav re llity 
It is agreed it the outset that we will 
use our imagin ltions to make the jump 
from the p irtial representation to the 
complete reality* Now, given this 
initial situation, the drama can go on 
to engage the imagination, by every 
means available, in much more com- 
plex and far-reaching activities Of 
course its chief means is chaiaiUr, the 
center of all narrative foims of litera- 
ture. The author must use the concrete, 
actions and characters must be <onsist- 
ent, causes must be adequate to explain 
effects L nlcss he >s striv mg for the spe- 
cial effects of fantasy, the author must 
work preponder intly from the known 
world Using the terms in the broadest 
sense, the devices by which he bids for 
the reader’s n < ent mr- e are realistic and 
logical 

Once we h iv e s ud th it, how ev er, vv e 
must immediately qu ilify it by saying 
that the dramatist also h is available 
many devices which in the ordinary 
sense are not realistic and logical at all 

- * Only m the neoclassical period did cntics 

generally insist that the stage ought to dupli- 
cate, as minutely as possible, ill the charac- 
teristics of the actions it was repiesenting, 
and to choose for representation only such 
actions as it could reproduce with slavish 
fidelity Such a prescription disregarded tin 
function of the imagination 


These we can again describe by the 
word “conventions ” Conventions vary 
greatly from age to age, but in one way 
they are all alike- they are accepted as 
legitimate parts of the writer’s ma- 
chinery, whether or not they cohere 
with our experience in the “real” 
world 

Since the conventions of an alien 
stage, because of their unfamilianty 
are easier to perceive than our own, the 
student may find it convenient here to 
read the account of the conventions of 
the Roman stage in Part 2 of the analysis 
of Plautus’s The T un Menaechmi 
(p 141) Several of the conventions of 
the Plaucine drama are m wide general 
use — asides, for instance, the speeches 
heard bv the audience but not by 
the characters on the stage These 
were much used in Shakespeare’s day 
and continued to appear in succeeding 
centuries Note that they appear es- 
pecially m comedy and in the melo- 
drama that developed in the mneteentn 
century In our day j Qigene U'Neilf 
has employed them in a very special 
and elaborate way — using them regu- 
larly throughout a play to denote a. 
chanctcr’s real thoughts as contrasted 
with what he says in his regular 
speeches 

Another familiar convention is the 
soliloqux, which may be used very 
skillfully (as m Shakespeare) to analyze 
an individual’s state of mind or very 
avvkvv irdly to convey information (that 
is, for exposition) which the author is 
not skillful or conscientious enough to 
present in more dramatic terms Con- 
ventions regarding stage settings vary a 
good deal in classical and Elizabethan 
days they were simple and suggestive, 
whereas early m the twentieth century 
there developed a cult of minute ac- 
curacy which allowed the imagination 
as limited a function as did neo-classical 
conceptions of time and place More 
recently we have seen reversions to 
simplicity and the wider use of the 
symbolic Conventions in costume are 
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not consistent - in his own day Shake- 
speare’s characters appeared in con- 
temporary dress, but in our day they 
are costumed according to the period 
depicted by the play Again there are 
varying conventions with regard to 
language in connc writing there has 
alw ays been much more use of prose and 
the prosaic, of the rhythm and vocabu- 
lary of actual speech, whereas until the 
last centurv tragedy w as regularly done 
in the language of poetr\ (whether good 
poetry or bad poetry) There hav e e\ en 
been different conv entions of poetic 
language for instance, Dryden, Addi- 
son, and Johnson in different degrees 
thought it highly improper to use the 
wide vocabulary and complex figurative 
language that Shakespeare used Other 
dramatic genres function in terms of 
other conventions a romantic work, 
for instance, in general depends upon 
our acceptance of a simpler kind of 
characterization than is necessary for 
tragedy or high comedy 
Obviously, anv dramatist is in some 
way or other dependent upon conven- 
tions His problem is to utilize them as 
necessary or helpful m the construc- 
tion of his individual dramatic view of 
things, but to avoid depending on them 
so fully that he turns out a machine- 
made job, perhaps momentarily accept- 
able on a certain level, but doomed to 
rejection by sharper minds or by every- 
one when conventions change If for 
exposition or for displav of inner con- 
flicts or for other effects he relies too 
largely on soliloquies or asides, he shirks 
the dramatist’s main technical obliga- 
tion If he writes tragedy in verse 
because it is the convention to do so, 
but lacks the command of metaphor and 
other devices which mark the distinc- 
tion between poetry and metrical prose, 
he fails If he characterizes according 
to certain conventions — creating, for 
instance, the simple hero and villain of 
melodrama — his result is a stereotype. 
In other words, to rely unduly on ac- 
cepted attitudes and procedures is to 


end in a lifeless conventionality. Con- 
ventions are useful, complete conven- 
tionality is deadly. 

In leaving this subject, we find three 
things that we ought to keep in mind - 

1 Drama, like other art forms, de- 
pends at the start upon eertnn con- 
ventions, certain terms agreed on by 
both the dramatist and his audience, 
and individual plays are always de- 
veloped partly by means of certain con- 
ventional devices To question these, to 
say, “This is not like life,” is to be 
rather naive On the other hand, not to' 
recognize conv entions as such and not to 
understand their role, is not to be fully 
informed about the nature of drama 

2 \\ e should alw ays be aw are of the 
fluctuating line between the acceptable 
utiliz tion of conventions and in undis- 
crimmating reliance on them The 
commonplace m literature is 1 irgelv the 
result of overworked conv ention ilism. 
Conventions may be used brilhintly 
Shakespeare took over the standard 
blank verse of Elizabethan drima and 
made it an instrument of great poetry 
Thus he prov ides the key to the difficult 
task facing any writer who looks bc\ond 
the box-office though he must depend, 
unless he is the rare innovator who 
achieves high excellence, laigely on the 
materials and methods both of Ins age 
and of the form in which he writes, he^ 
must transcend these conv entions — 
through them rise to i quality which 
will be apparent to periods with differ- 
ent expectations 

3 A conv ention may actually em- 
body a principle which at first glance we 
may not recognize as such ■'T S Eliotl 
argues that the language of tragedyj 
is poetry If that is true, what appears 
on one level as a convention is on a 
deeper level a formal necessity, an es-'*C 
sential quality 

MOTIVATION 

Activation, a word that is widely used 
in the discussion of drama (and like- 
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wise of other narrative forms), has a 
number of connotations At the most 
literal level an author has “motivated” 
an action when he has presented an 
adequate “motive” for it here the 
question is really one of successful 
characterwation If the reader feels that 
A’s hatred of B well accounted for and 
is consistent with A’s character, or that 
A’s shift to indifference tow ard B is ac- 
ceptable in terms of what has happened 
and of what we know of A, then the 
hatred, or the disappear ince of the 
hatred, is said to be “well motivated ” 
But note that w e are not w lllmg to hav e 
an author depend, for his motiv ation, 
upon mere stock lesponsis, that is, to 
make too eas} aj j cals to patriotism, 
n other love, “lojalty,” and so on 
An} body can do that So we do not 
accept A’s being devoted to B merely 
because thev arc related, or because \ 
is indebted to B (“lie gave me my 
start”), or because they come from the 
same stite, or because the devotion is 
“nice” or makes unguarded people 
“ feel w arm inside ” W e expect the 
dramatist to present concnte evidence 
(actions, thoughts) that accounts spe- 
cifically for this devotion, this will be 
interpretative, and will not merely 
rely upon our thirking that devotion 
is a fine thing but will indie ite the 
quality and significincc of the devotion 
— as misguided, unselfish, unwilling, 
sentimental, desp tiring, cv meal, profit- 
seeking, fan me il In othci words, de- 
votion ( ind so hate or curiosity or an} 
other expression of character) vanes 
in individual cases, and it is only by a 
consciousness and understanding of in- 
dividuals anations — ind thus a repudia- 
tion of general, stereotyped reactions — 
that an author can present a case with 
the convincing iteurateness that will 
deserve the term “well motivated ” In 
this sense, motiv ition le ids us into a 
fairly complex problem of the authoi’s 
grasp of meanings and values, we really 
get down to the ultimate excellence 
or badness of the play What he has 


done with a character depends upon the 
skill with which he can express his dis- 
criminations in concrete dramatic forms. 

Motivation, however, is also widely 
used with reference to dramatic events 
and happenings aside from the human 
forces, decisions, or choices (ev idences 
of character) involved in them When 
events and occurrences appear to lack 
a proper cause, reason, or justification, 
we call them “unmotivated” We all 
are familiar with certain types of un- 
motiv ated action the unexpected death 
w Inch conv emently remov es trouble- 
some characters, the legacy which solv es 
all financial problems, the character who 
suddenly shows up to straighten out 
difficult situations — the de is ex ma- 
china, as he is called (the rich uncle, the 
lost brother, the detectiv e. etc ) , the 
coincidence by which things happen, or 
people meet, or don't meet, at just the 
right time — in immediate theatrical 
turns, the v ast number of exits and en- 
trances which are very convenient but 
not it all logical (note how large the 
problem looms m the Menaechmi) 
Iven at this level, where things are 
simpler than those discussed in the pre- 
ceding paragraph, we get somewhat 
into the realm of meanings and values 
obviously an author who believes that 
vital issues can be dealt w ith in terms of 
leg lues and sudden deaths is not one 
whose interpretation of experience we 
can take v ery seriously 

Notice that we can almost equate 
“unmotivated” and "unexpected” 
1 h it is, if action or conduct is reason- 
able and logical, we can, at least in a 
general way, anticipate it And we 
anticipate it because in some way or 
other we have been given advance 
notice of it Obviously, an author does 
not say outright that such-and-such a 
thing is going to happen (wc are all 
familiar with the crude “But as we 
shall see, he would live to rue this unjust 
victory”) He suggests it, he gives us 
information which will lead us to make 
certain inferences If a character is ill 


> 
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or is given to taking great risks, his 
death will seem probable If a character 
has shown skill in acting and deception, 
we can accept easily his carrying out of 
a great hoax (see the Second Shepherd i* 
Pla\) Evidence of habitual reckless 
drmng can “motivate” an automobile 
accident, of generosity, a benefaction, 
of sensitiveness, abnormally defensive 
behav lor If vv e are going to hav e a man 
drown or fall off a cliff, we need to know 
in adv ance that the nv er or cliff is there, 
if we are going to have a screen scene, 
we must know about the screen (see 
The School for Scandal), if a character 
is going to be called aw av suddenly by 
■financial problems, we must know about 
the financial problems m advance If a 
character is going to be detained some- 
where and thus make possible a scene 
which his presence would prevent, we 
should have good reason to expect his 
detention It has been said, concern- 
ing well-planned and articulated plavs 
of ou. day, that if you see a gun in Act I, 
you know that there is going to be a 
suicide or murder in Act III '1 his sort 
of thing naturally can become too easy, 
and planning in terms of character is 
still fundamental, but it is well to keep 
m mind that Act III needs also to be 
set up in mechanical terms 
The process of leading up to subse- 
quent ev ents and situations is sometimes 
simply referred to as “ preparation,” 
sometimes ilso as dramatic foreshadow- 
ing The latter term is also used ro 
describe the creation of an atmosphere 
— for instance, ominousness — which will 
in itself suggest developments of a cer- 
tain kind This could be managed very 
awkwardly (by the use of “omens,” 
superstitions, lighting effects, etc ) or 
quite skillfully (in terms of character — 
as m Macbeth, for instance) However 
managed, dram itic foreshadowing thus 
conceived tikes us over into another 
extensive subjeet — tone Tone may be 
defined as the reflection in the artist’s 
work of the artist’s attitude tow ard his 
materials 1 he tone of a literary work, 


for example, may be playful or so'emn. 
ironic or naive, etc. A full discussion ot 
tone would, indeed, be extensive, for the 
tone of a play, in its most inclusive sense, 
may be considered merely the working 
out of the author’s attitude toward the 
world which he portrays Rather than 
elaborating a full discussion of tone at 
that level, however, we are here simply 
indicating that consistency of tone is a 
kind of index of the way in which things 
are going and thus an aspect of motiva- 
tion If an author shifts his tone, evokes 
responses that do not support c ich other 
(is in many musical shows), we may 
feel either that he is inept or that he is 
sacrificing everything to a presumably 
astonishing v arietv Or he m i\ carefully 
build up a single consistent impression — 
that the whole thing is plav ful, perhaps, 
or that it is all of quite serious import. 
Necessary as this is, it will not cover up 
other limitations a f iree such as the 
Menauhvu may be admirable consist- 
ent in tone but still entirely lack 
treatment of character and hence moti- 
vation in mature human teims 

It may be convenient, in summary, 
to div lde motiv ation into two parts (i) 
the adequate provision, usually by 
advance notice of some kind, for all 
materials, mechanical matters, occur- 
rences, and non-v oluntarv actions that 
the author is going to make use of, , 
( 2 ) the adequate provision for all actions 
which spring from character — that is, 
consistency, thoroughness, and indi- 
viduality of charactcri7 ition, made ap- 
parent in concreteness of presentation 
from the beginning of the play on. If a 
playwright fails in the former, he will 
seem careless or awkward, and he will 
certainly lack finish, perhaps to a degree 
that will seriously interfere with the 
success of his work But if he fails m 
the latter, he will fail in the funda- 
mental quality on which the work de- 
pends 

Note, finally, that as a well motivated 
work may be distinguished by the 
quality of expectedness, any work which 
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depends for its effect upon unexpected- 
ness is going to pay \ ery little atten- 
tion to motivation. That is, it is of the 
very nature of farce and melodrama, 
which rely upon speed, surprise, and 
shock, to keep the audience uninformed, 
and to present ch iracters so superficially 
that the author can at anv time have 
them do almost anything he may v\ int 
for effect (cf the jl / iia,chmi and Speed 
the Plough) \nd her- w r come to two 
great ironies of litcraiv study unex- 
pectedness itself tends to become 
stereotyped, and farce and melodrama, 
when not done bj the most skillful 
hand, can become the most tediously 
conventional forms of drama But drama 
which depends upon expectation rither 
than surprise (to repeat Coleridge’s 
praise of Shakespeire) re illy guns the 
v irtue of being unexpected in ehe hands 
of a first-rate artist a profound treat- 
ment of character, with the unerring 
consistency that is the best motivation, 
inevitably comes across with the fresh- 
ness of something wholly new 

TEMPO 

Tempo is the pace or speed at which 
a given scene or a whole work moves, 
and in a phy it will obviously depend 
upon certain aspects of the dialogue 
But since all authors are concerned 
with tempo, the problem of the drama- 
tist can be illuminated by some com- 
parison of phv s and fiction 

The importance of tempo is some- 
thing that we all instinctiv civ recognize, 
though we may not be specifically 
aware of it as such We all know', for 
instance, how a single joke can be 
spoiled by improper timing We need 
time for certain effects to sink in, and 
too much speed may spoil a good point 
Contrariwise, too much delay inav wear 
suspense thin An interruption — though 
it may not, lor instance, interfere with 
the logical progress of a story — may 
seriously mar the effect because tne 
time-relationship of the parts is dis- 


rupted. Some such consideration is often 
behind the request, “Come on, let’s 
start over again ” 

In a play, actors may vary the pace 
of speeches, and stage directions like 
“Slo vlj ” or “Rapidly” may cause the 
reader to make some adjustments, but 
m general we have the impression of 
moving from speech to speech at a 
rather constant speed \ storvwriter 
tan more easily make his material ap- 
pear to move at different speeds He is 
free to break up a dialogue at any 
point by a descriptive or analytical 
passage, which can affect the tempo in 
two wajs If the inserted passage is a 
biiLf summary of a part of the conver- 
sation, the author will speed up the 
movement by making us feel that we 
have covered a period of time in less 
time than the original ev ents took But 
if the inserted passage is a description 
of the feelings or thoughts or sensations 
of one speaker, and if this passage does 
not replace dialogue, but is, as it were, 
simply put m between two speeches 
which otherwise would come one right 
after the other, we would obv lously 
have a sense of being slowed down 
1 hat is, a short period of tunc in the 
action takes a relativJv long pcnod of 
time for the reader to experience it 
The principle involved cm be pre- 
sented more concretelv in a compari- 
son of two actual passages Let us first 
look at part of a scene from a play. 

Tio (budge Can we count on you, then, 
oi can t vve ? 

Mown I told vou I’m not sure 
Tiocbudge You’ve had plentj of time to 
make up your mind 

1/avon I know, but making up your nund 
is not as easv as talking about it 

Tioibndgc If vou don’t make up your 
mind, it’s because >ou don't want to face the 
issue 

Ma\on That’s not fair I’ve faced — 
Tioibudge What vou did once doesn't 
prove anv thing now If vou don t come along, 
it’s because you won’t face it when the heat 
is on 1 his is the onh chance to heat them 
Ma\on That’s what jou Say 
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Trowbridge All right, I’m finished This 
is the end Are you coming or aren’t you ? 
Ma\on \_Ajter long pause} I guess not 

Now notice the same scene as handled 
in fiction, vv ith the speeches kept intact 
to facilitate the comparison. 

1 Can \\c count on you, then, or can't 
we’” Iron bridge was angrv, and his moving 
toward the door seemed less an act of de- 
parture than a move necessary to use up the 
plnsical energy that his emotion had re- 
leased In a less forceful man, it might have 
been a retreat with him, it was a threat 
Mavon followed, but more slowly He 
looked down He was unwilling Had he not 
looked in good enough health — tanned, his 
jersey f revealing heavy muscles — he would 
have struck \ou as a sick man dragging him- 
self ora to the medicine cabinet 

‘ I mild vou I’m not sure ” It was a com- 
plaint, not a statement of fact He might 
have been an amateur gambler mourning a 
fate that had done him no justice 

Trowbridge said, holding himself in, 
“You’ve had plenty of time to make up vour 
mind ” The condemnation was unspokcnly 
profane , 

Ma\on twisted the string of the hall ' 
lamp So his own efforts twisted him about 
before his judge 

“I know, but making up your mind is not 
as easv as talking about it ” 

Trowbridge moved closer again When he 
stood snll, he talked louder 

“If vou don’t make up your mind, it’s 
because you don’t want to face the issue ” 
Ma\on whipped up a shadow of resent- 
ment 

‘ That’s not fair I’ve faced — ” 

“What vou did once doesn’t prove any- 
thing now ” Trowbridge charged m ‘ If you 
don’t come along, it’s because you won’t 
face it when the heat is on This is the only 
chance to beat them ” 

“That’s what you say ” Like a schoolboy 
“All right, I’m finished This is the end ” 
Half turned to the door, he was relaxed again 
But he was inexorable “Are you coming or 
aren’t you f ” 

This was the minute No delay any more 
No stalling You could get off the track or be 
hit It was impossible to be where some thing 
was going on and still be an innocent by- 
stander If you had only been a bystander in 
che past — yes But then the problems had 


not seemed too hard The boys had all pretty 
much stuck together They hadn’t been 
going after much It was not that it had 
been safe, but that no real decisions had been 
asked No bridge-burning He had fallen in 
He hadn t been a bystander 1 here hadn’t 
been many bystanders A wormv crowd, he 
had thought them But not wormv through 
and through, just some bad spots here and 
there The bovs hadn t paid them enough at- 
tention to work up bad names for them-- 
well, this wasn’t then The worm turns Joke, 
eh This was different He wasn t diffeient 
He was the same He hadn t had to face this 
sort of thing before lie was st inding in fire, 
shriveling bit by bit He wasn t surprised to 
hear his febrile gasp, 

“I guess not ” 

With the same dialogue, the fiction 
form comes to triple the length of the 
drama form, and it could, \\ ithout pad- 
ding, be still longer Th it is to say th it 
in general it mov es more slow ly In one 
sense, indeed, drama is always going to 
move “faster” than fiction it selects 
briefer and fewer aspects of a total e\ 
penence to deal with, ind it presents 
them in a more compressed foim 

To go back to the piece of prose fiction 
abov e, w e can see that there are \ ana- 
tions of pace even -v * thm this little 
episode We see that the first three or 
four speeches are accompanied by de- 
scriptive passages the writer is trying 
to convey the total effect of the scene, , 
and so he takes it more slowly In the 
middle of the piece, however, he cuts the 
description to a bare minimum, and 
consequently the pace is accelerated 
Thus he gets both variety and a sense 
of heightened tension Further, he 
builds up to the climax of the scene, 
Maxon’s definite answer He wants this 
to sink in — the difficulty and importance 
of it, and so he withholds Maxon’s 
answer while we read auxiliary material, 
this time not a description of external 
appearances but an analysis of what is 
going on in Maxon’s mind So the au- 
thor “holds” this part of the incident, 
slows it up almost to a standstill 

Just as in other matters, so in timing 
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the novelist has greater resources than 
the dramatist In fact, the ways in 
which he can “time” a scene are almost 
infinite. But the dramatist is limited. 
As we have seen, he cannot describe, 
nor, except with difficulty, analyze men- 
tal operations 

Does this mean that he is entirely 
without resources ? No, it does not He 
can, at the simplest level, use typo- 
graphic de\ices freely He can have a 
speech printed like this 

Alaxon Well — [lie pauses as if to get 
breath ] Well — [ another effoit at speech also 
fails ] I don t — I don t Qj he grabs for cords 
but they don t come] 1 don r — see [ Tto c - 
bridge keeps a set expression], I don’t set 
[voice trails off] 

Plainly, however, this is an artificial de- 
vice which must be used very sparingly 
A related procedure — really an imph- 
fication of this — would be to insert 
descriptive passages between speeches, 
that is, to enlaige and prolong stage 
directions More recent plays do this 
more frequently than older ones But 
such passages, for one thing, are really 
outside the play, and, in so far as they 
do become integrated, the play is really 
being transformed into a novel The 
dramatist is not facing his problem but 
avoiding it It is easy to see that the 
dramatist, instead of doctoring up his 
nhv with devices borrowed from an- 
other form, can do better bv using 
sev cral potentialities of his own medium 

I One of these potenti ilitics is the 
length and structure of speeches 
Shortening them will speed them up, 
one’s eye literally runs down a page in 
which each speech is composed of only 
a word or two Or, if the subject of the 
dialogue does not easily permit this sort 
of treatment, different kinds of struc- 
ture within a speech will appreciably 
affect its tempo. Compare these two 
speeches' 

If you can assist, and are willing to, the 
problem, though it may not be solved, will 
at least have begun to assume clear outlines 


Come on, let’s get to work You can be a 
lot of help Show us how to organize it Lend 
us a hand Let’s go 

Both speeches contain the same number 
of words But the former, with its longer 
units and more involved structure, 
tends to hold us up and thus to giv e us 
the impression of a leisurely, considered 
manner of speech The latter, broken up 
into hv e sentences and using the im- 
perative mood, gives us the impression 
of haste and impatience Thus the 
thetoneal structure, as we may call i t. 
g reatl y influences the temp o (as well a s 
otTIeF' cluatiUes') of rhe speciTi 

2 As the dramatist can vary the 
structure of a single speech and can v ary 
the length of speeches with respect to 
each other, so can he v ary larger units 
Two characters A and B cm speak to 
each other a short time in comparison 
with the time that C and D speak to 
each other, or A can speak to B longer 
than to C Regardless of internal 
structure, the shorter scene n ill seem to 
move more quickly 

3 But the preceding point does not 
hold absolutely, for the “density” of a 
speech may outweigh the length in in- 
fluencing sense of speed A complexly 
met iphorical speech mav be of such 
weight as to slow up a scene v ery effec- 
tivtly In fict, a 50 or 73-word speech 
so composed may move more slowly 
th in 200 words or more of direct, mat- 
ter-of-fact statement 1 he ‘ Tomorrow 
and tomorrow” speech of Macbeth is 
short, but its pace is v erv deliberate 

But as we examine the subject a little 
more closely, another fact comes into 
view the dramatist cannot arbitrarily 
use these devices to lengthen or shorten 
speeches and scenes Changes m tempo, 
though they help produce a necessary 
variety, cannot be used merely foi the sake 
of that variety They are subject to a 
rigorous logic tempo is a vwj of inter 
preting materials, and these latter will 
determine what goes fast and what slow. 
A failure in tempo is adtually an indi- 
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cation of faulty understanding in the 
writer Too much speed means either 
that the writer has underestimated the 
stress which a scene ought to ha\ e or 
has not properly adjusted the dialogue 
to the function it must perform Cor- 
respondingly, a sense of slowness means 
an overdevelopment of a theme or a 
failure to make minor alterations m 
style as a combination of over-emphasis 
of some parts and under-emphasis of 
others, so that all tend to hav e the same 
weight and movement 

1 hus tempo, we may say, is functional 
— a part of the complex of means bv 
which the author says what he has to 
sav Therefore tempo is not really 
separable from other aspects of the 
dramatic process, with minor exceptions 
it cannot be changed independently, 
that is, without making changes m, for 
instance, emphasis The Maxon-1 row- 
bridge dialogue is really a different 
thing from the Maxon-T row bridge 
scene as described in fiction form In 
the former, our attention is focused ex- 
clusiv elv on a central aspect of the con- 
flict, its expression in words, in the 
latter we see, besides the conflict in 
verbal form, the physical surroundings, 
certain physical aspects of conflict, in- 
cluding some analysis of the relation of 
past to present In other words, the 
process of slowing down the movement 
is the same as making a more elaborate 
interpretation of, and therefore radically 
changing, a scene Just as the length of 
a scene is a criterion (though not the 
only possible one) of its significance, so 
the structure of each speech must repre- 
sent more than an effort to secure variety 
of movement For it must be related, 
as we hav e seen before, to the character 
and to the immediate situation an in- 
articulate or unlearned person is not 
likely ever to launch into flowing peri- 
ods, nor a well-disciplined individual to 
break down into unrelated interjections 
Both length and density of a speech vary 
according to the individual and the situa- 
tion which he ,s in, stresses cannot be 


added unless they are logical in these 
terms 

In summary, then, we find the mattet 
of tempo embedded in a complex set of 
interrelationships A.t a rather simple 
lev el, of course, the dramatist can 
effect certain changes of pace by the 
skillful use of mechanic il devices But 
success or failure in the superficial 
manipulation of these devices will not 
ultimately be able to produce profound 
excellence or inflict fatal damage For 
the means by which a writer produces a 
sense of changed tempo must be used 
vv ith respect to more fund imental mat- 
ters If there is to be a contrast in 
length of scenes, it must be justified by 
the extent ind importance of the mate- 
rials to be dealt with in these scenes. 
Similarly with the length, dcn,it\, ind 
other rhetorical devices in the individual 
speeches \\ hen the p irts of a pi ly are so 
[timed that we have a sense not only of 
vmctv but also of appropriateness of 
movement, we know that the author 
■has assessed his material competently, 
[proportioning stress to importance by 
extended treatment or other devices, 
seeming modulation bv arringement 
of scene, and so presenting his conflict 
in human terms that the contrast itself 
is developed in the timing 

types: tarce and 

MELODRAMA. 

Tarce and melodrama depend upon 
action that is unrelated to character or 
at best stems from characters so super- 
ficial or stereotyped that they are incapa- 
ble of voluntary action of any impor- 
tance Farce, if it succeeds at all, evokes 

laughter, melodrama plays upo n a 

variety of em otions — excite ment, fear, 
horro r, righ teous indignation, sa£isfacr 
' tiorTin the due punishment_of evil or 
j rewarding of good 

Of course, farce and high comedy both 
evoke laughter, and the line between 
them cannot be exactly drawn, any 
play dealing with the transitory and the 



GLOSSARY 


43 


relative, as comedy does (see the analy- 
sis of Lady Windermere’s Fan), is going 
to tend toward one extreme or the other. 
It has been argued that comic situations 
are those which produce in the spectator 
a feeling of superiority (comedy, said 
Aristotle, represents people as being 
worse than they are). If we apply this 
criterion also to farce, we can perhaps 
distinguish it from comedy by noting 
the different ways in which each pro- 
duces the sense of superiority. There are 
different levels on which a character 
may be made to look ridiculous. At the 
simplest, of course, he can be put into a 
ridiculous physical situation, as in a 
pie-throwing farce. The efforts of the 
Merry Wives of Windsor to make a fool 
of Falstaff do not depart very far from 
this category. But we begin to move 
from farce toward a higher grade of 
comedy when we find, first, that the 
character’s situation is brought about 
less by some one else’s scheming and 
more by his own qualities, and, second, 
that the situation moves toward the 
psychological or social and away from 
its dependence on the physical. Thus in 
The School for Scandal Joseph Surface 
fails in various plans and is publicly em- 
barrassed for his hypocrisy; in Jonson’s 
Volpone the greedy characters suffer 
legal punishment. But in Lady Winder- 
mere’s Fan, Society — which may be said 
to be a comic character in the play — 
is merely made the object of witticisms, 
and Lady Berwick is merely presented 
as a loquacious, managerial opportu- 
nist. Her punishment, if we may call it 
that, is the subtlest: it consists merely 
in the attitude of the reader to her. 

An author may set out to write farce; 
or he may aspire to comedy, but by 
sheer ineptitude land in farce. Shake- 
speare’s Comedy of Errors is based upon 
several cases of confused identity — a 
situation which obviously cannot go 
much beyond the farcical. Jonson’s 
Volpone is a satire of greed in which the 
characters come through so clearly that 
we have almost no feeling of a depend- 


ence on mere situation. If the author of 
the late medieval Second Shepherds’ 
Play had known the terms, he would 
doubtless have called his work a farce; 
yet the humorous situation of the play 
grows enough out of the characters to 
make some approach to comedy. On the 
other hand, while Morton in Speed the 
Plough must have felt that he was 
achieving real comic effects, he con- 
stantly falls into farce (See the notes on 
that play in Appendix A). 

Some light is shed on the meaning of 
the word farce by our very common ex- 
pression “ It’s a farce,” which we use to 
describe almost anything that in a 
ridiculous way fails to achieve its in- 
tentions. 

v/ - TYPES: MELODRAMA, 
PROBLEM PLAY, 

AND TRAGEDY 

Like farce, melodrama may be de- 
scribed as unmotiv ated in terms of 
character, and also like farcej it mayje= 
suit from_an unsuccessful effort to write 
something else, such as tragedy or a 
problem play. When the author fails to 
present characters profoundly enough 
and individually enough conceived, 
what results may be dull or laughable 
or possibly even exciting in a way. In so 
f ar as it avoids ideas and skims~oy er 
charac ters, it is melodrama. Speed the 
Plough provides a very good example of 
the kind of melodrama that results when 
the author is unwilling to treat his char- 
acters and situations seriously enough. 
When it turns out that the central situ- 
ation is due to a misunderstanding, that 
there is no real moral or psychological 
issue, the author has really run out on 
'his problem: all he has left is such sus- 
pense a's he can get by keeping the bare 
facts of the case in the dark'. 

We should, however, guard against 
seeing melodrama mere ly as tragedy 
which does rr’t come off. Tragedy may 
fail to come off and yet not be melo- 
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drama, v iz , Dr Johnson’s Irene Or an 
author may aim only at melodrama, and 
what he does may be good or bad melo- 
drama That which is based entirely 
on cliche situations and stereotv p d 
characters — ‘ Western” stones, for in- 
stance — can certainly make no appeal 
at all at the adult le\ elUBut it is possible 
to ha\c plots with originality, and char- 
acters which show some psychological 
penetration, and these may be entertain- 
ing enough at their own level The 
participants in an adventure storv need 
not be stock characters, the\ may be 
so complev.lv presented that the work 
tciuh toward the problem play or the 
tragedy 

Such a t ransition is difficult, though, 
for the^nelotTrama feally deals in esc ape, 
vv hereas at a m ore seri ous lev el escap e is 
impossible The esience of tra gedy ji 
^ h e inescapaSHitv_. a£-tfae~issue. Hamlet 
and Phaedra and Orestes, reg lrdless of 
what happens to them, go on to deal 
uncompromisingly vv ith the crises their 
lives present Note further that the 
possibility of escape depends at least 
partly on the kind of situ ition the 
character is in In melodrama he has to 
escape fromTimbush, from the sheriff, 
from different kinds of physical dangers, 
granted good luck or sufficient strength 
and adroitness — with which the author 
usually provides his characters — escape 
usually takes place The situations are 
physical In problenTplaysTTKe situa- 
tion is likely to 'be _ a ijj ociaT 'one, as in 
v anous pi iv s bv Ibsen,' Chekhov and 
Galsworthy the individu il has m some 
way to deal with the conventions or 
the modes of conduct or attitudes of a 
society Either side mav r be right, or the 
merits mu' be divided, but at any rate 
a solution is not easily arm ed at if the 
social contevt is to be taken seriously 
Strength ind adroitness cannot eisilv 
provide esc ipe f-ona so iet, sit in 
motion Lnlile mcoirim rhi end is 
not predictable ~ But in - tragedy the 
problem is stiff more difficult- the situa- 
tion is moral, 1 and the individual, we 


may say, has to cope with a univer se 
The universe "appears, naturally, not on 
the stage (like society) but in the mind 
of the protagonist, though the conflict- 
ing elements may have an external 
sy mbolic form, the conflict is essentially^ 
internal 1 he protagonist h is a „cnse of J 
moral order — the universal with which 
he must deal It is none the less real for 
existing in his mind, indeed, it is the 
more real for not being a physical or 
personal enemy that can be destroyed, 
or a society that m iv disintegr ite and 
thus perhaps justify the indy idual In 
its intangibility lies its indestructibility,! 
its universality There is no escape, and 
it is in this sense that tragedy m iv bel 
Tlsaid to be concerned vv ith fate or destmyj 
In the light of the foregoing we ought 
to be better able to underst ind the un- 
s itisfactonness of the popular use of the 
word tragtd\ today Whenever someone 
is killed in an automobile accident, 
newspapers speak of the ‘ tr igedy,” 
but clearly there is no tragedy it all, 
there is no v oluntary or me mmgful 
action (though an automobile crash con- 
ceivably could be used to express a 
tragic issue) Too, such accidents are 
spoken of as “ fat il,” though in no ac- 
ceptable sense is fate involved at all, 
fatal, as used, means that someone has 
died, though actually “fate” may bring 
many kinds of experience besides death 
Again, we find tragid\ used of unhappy 
experiences of children, though obvi- 
ously tragedy is only an adult cxperi- 
ence (Tften, too, we Hear unhnnpypgfld- 
mgs, in life or literature, spoken of as 
“tragic” Yet, as a matter of fact, the 
kind of dealing with the moral universe 
that constitutes tragedy need not end 
“unhappily,” as we can see from Aes- 
chylus’s trilogy the Oresteia, and, on 
the other hand, there are “unhappy 
endings” that are not necessarily tragic 
— the death or punishment, let us s iy, 
of criminal or vicious people (“His 
tragic career came to an unhappy end”), 
the results of illness, injury, fire, eco- 
nomic disaster, etc It is possible that a 
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dramatist or novelist might use such 
events to indicate the kind of values an 
individual has and the kind of choices 
he makes, but they are not tragic simply 
because they are unpleasant and un- 
desirable experiences 

By way of summary melodrama 
grows out of physical and material 
difficulties, and escape from danger is 
the characteristic process, although its 
effects may depend jpon injury and 
death, either as e\ ents th it fail to attain 
a desired tragic qualitv , or as means 
that the author uses deliberately for 
their on n sake, the problem pi ly is 
characteristically concerned with situa- 
tions in the broadest sense social, where 
v anous kinds of solutions may be worked 
out or suggested, but where, since we 
are working with more fully charac- 
terized and developed people than in 
melodrama, mere “escape” would be 
a trivial ev asion of the issue, t ragedy is 
concerned with umversil moraTTssues 
■ wl uclTtKe mcTiv [dual has to face largely 
I alone and which - lie - can in na_sense 
\ escape Of course such definitions are 
hot to be regarded as final, for you will 
be able to think of types of situ u.,nns 
which are usable in \ anous w ay s I ake, 
for instance, legal difficulties in general 
a conflict with the law is likely to be 
melodramatic, with stress on escape 
fthc unexpected evidence at the <.ri il, 
the last-minute reprieve, etc) On the 
other h ind, in such a play as Gals- 
worthy’s 7 he Silver Bo\, which deals 
with the varying statuses of rich and 
poor before the law, a legal matter is 
the basis of a problem play And in 
Sophocles’ dnttgoiie we have a tragedy 
in which the situation, or one aspect of 
it, is “legal” but here we have the law 
m conflict with a higher imperative, and 
it is this latter which really defines the 
quality of the play Obv lously, then, 
the raw materi ils do not in themselves 
picdetermine the mood of the pin, for 
they can be u^ed in different ways (we 
have already stressed the importance 
i f the author’s attitude) But this must 


be said certain raw materials m general 
do yield more readily to one type of 
treatment than another, just as rubber 
and iron, for instance, whatever the 
d versity of the uses to which each may 
be put, are not exactly interchangeable 
By and large, situations involving 
danger, threats, v lolen^e, etc , furnish 
very great problems to the writer who 
wants to use them for something su- 
perior to melodrama He will require 
much more than ordmarv skill to make 
such situations function symbolically 
instead of one-dimensionally Con- 
versely, if he wants merely to “enter- 
tain” or to “thrill” his audience, he has 
his composition almost ready-made 

We might attempt a further distinc- 
tion of types m terms of the kind of 
effect produced byr each We have said 
above that melodrama “entertains” or 
“thrills”, in a sense, of course, all drama 
does that If it does not entertain, if it 
does not afford pleasure, it — as well as 
all other literature-— fails Obviously it 
must evoke the reader’s emotions and 
stimulate his imagination But then 
we come to other questions how do 
this 5 to what end ? 

Compare, for instance, the kind of 
emotional experience one has at a good 
athletic contest w ith th it c died for by 
a piece of “good” litcratuic The one 
gives a kind of tenseness and exhilara- 
tion at the moment and that is the end 
of it The latter likewise elicits a state 
of concentration and absorption, per- 
haps longer or shorter th m the former, 
but this is only the beginning, the ex- 
perience is capable of repetition, en- 
largement, revision, it is accompanied 
by and stimulates reflection The game 
is pleasurable at one level, but it means 
nothing The literary work is pleasur- 
able too, but it is likewise meaningful, 
it is a commentary on life, and in so far 
as it is fully grasped, it h is the effect of 
knowledge, it may hcighttn observ a- 
tion, change attitudes, and widen un- 
derstanding, it brings a kind of growth. 

Similarly therp art’ lev els within 
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literature itself, and that of melodrama 
is really the game level excitement, 
tension, suspense for their own sake, 
for the kind of pleasure those things 
bring, and nothing left over You dis- 
card all vour powers of apprehension 
except curiosity about the outcome, 
\ou do not ask, Is it worthwhile 5 or. 
What dots it mean 5 In the problem 
pliv, however, the conflict is not for 
the conflict’s sake (as in the game or 
melodrama) I he conflict introduces 
issues and, consequently, a sense of 
light and wrong, or at least of better 
and worse One’s emotional response 
comes to involve reflection upon the 
situation represented by the plot, and 
one max xxell acquire a modified or 
clarified x lew of the situation Hence the 
problem plav leax es a sort of residue, as 
the melodrama does not If the melo- 
drama is analogous to the game, per- 
haps the problem play is analogous to 
an election or some other form of cix ic 
or political actix ity the emotional ex- 
perience is closely tied to an uxareness 
of the issues mxolxed, and the issues 
endure after the election or campaign 
In tragedy, finally, one’s emotional 
concern is also identified with one’s 
sense of a problem, but the concern is 
infinitely' more intense and profound 
because of the greater importance, um- 
x ersahtx , and perx asix eness of the 
problem, because, in a xxord, it is a 
problem not of a group or society but of 
all people, one which they must face it 
all times, not m the easier form of an 
outer problem xxhich they' can combat, 
but as an aspect of themselves xvith 
which they must, at bottom, deal 
privately, though our attention may be 
focused ( is in Hamlet ) upon the outer 
situations xxhich reflect the pnxate 
trans ictions Perhaps xve may say that 
tragedy grows out of the nature of man, 
out of the conflict of good and exil in 
xxhich h is always engaged Hence the 
durability' of tragedy as compared xvith 
the problem play, which, because of the 
forceful impact of any immediate prob- 


lem, may seem ox erxvhelmmgly intense 
m its day but which, unless it by some 
miracle transcends the temporary, must 
surely fade into forgetfulness as a new 
day brings forth new problems 

Perhaps xxe may learn something 
about ourselves Irons the fart that 
tragedy is not “popular ” It is the form 
xxhich makes man face the most serious 
issues instead of escaping from them, he 
is brought f iee to face xx ith himself, 
with the complexities of his own nature, 
a high quality' of attention is demanded 
of him, and he is fed no splendid il- 
lusions, no sugary optimism, to make 
reality look simpler or more manageable 
than it is W hat, on the other hand, does 
he find in “escape liter iture”' Several 
things, perhaps (i) characteis who es- 
cape, Good always triumphantly escapes 
from Evil — an outside force which is 
disposed of as if it were a sort of pest, 

(2) escape for the reider— from the 
commonplice into a charming ind ex- 
citing world where achicx ement is easy, 

(3) most seriously escape from the adult 
realm of responsibility, where the logic 
of human character must be met, where 
experience must be seen fully, md evil 
dealt with as an intimate and goading 
reality 

“Escape literature” has a place — 
though not too 1 irge a one — xihich it 
would be unduly solemn to deny The 
danger is not in enjoying it on occasion 
but in mistaking escape for mt< rpreta- 
tion, taking opium for food To see only 
the good is very' bid indeed Perhaps 
the worst fault is that of writers who 
trade in charm and optimism, distorting 
experience to please the unsuspecting 
and the uncritical 

In the evaluation of the different 
levels of literature, the equipment of 
the reader is of course important A per- 
son without literary experience or crit- 
ic ll h ibits may honestly take cliches, 
stereotypes, the simple and easy, the 
superficial and sentimental, for the real 
thing But experience and the critical 
habit can both be aeciuired, and one 
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limitations, 28-9; “supporting charac- 
ters,” 28-9; interpretative charac- 
ters, 30-1; treatment of, in Lady 
Windermere's Fan, 43; in Everyman, 
103-4, I°s; in Menaechmi, 137-8, 140, 
142; in London Merchant, 181, 182, 
183, 184; in School for Scandal, 194, 
244, 249 ff.; in Rosmersholm, 3 1 1 ; in 
Sea Gull, 494-5, 499; in Hamlet, 502; 
in Street Scene, 19 

Chekhov, Anton, The Sea Gull, as 
tragedy, 455; resemblance to Ros- 
mersholm and Lady Windermere’s 
Fan, 456; tone of, 456; plot of, 456; 
structure of, 456; text of, 457 ff.; 
questions on, 466, 473-4, 480-1, 489- 
90, 500-1; analysis of, 490 ff.; com- 
pared with Hamlet, 466, 474, 501-2, 
with Othello, 666 

Chorus, 331, 499, 3 ff., 6, 27 - 8 ; in Dr. 
Faustus and Oedipus Rex, 542; in 
Oedipus Rex, 552-3, 578, 580, 585 

Chronicle play. See Historic drama 

Cliches, danger of, 33; in Speed the 
Plough, 16 

Climactic order, in Lady Windermere’s 
Fan, 45, 55, 63-4; in The Twin Me- 
naechmi, 142; in School for Scandal, 
246; in Rosmersholm, 286; in The 
Circle, 488 

Closet drama, 27 and n. 

Coincidence, 37 ; in Lady Windermere’s 
Fan, 65-6; in School for Scandal, 246; 
in Rosmersholm, 270; in other plays, 

16 , 26 

Coleridge, S. T., quoted, 45, 253, 34 

Collier, Rev. Jeremy, 451 

Comedy, nature of, 79-80, 386-7, 388, 
451, 9 , 10 , 12 , 14 , 22 , 24 ; levels of, 
43 - 4 ; types of, 85, 193-4, 254 i lan- 
guage of, 32-3, 36 ; characterization 
in, 138; distinguished from farce, 144; 
materials of, 188; focus of, 245; his- 
tory of Greek and Roman, 28 - 9 ; in 
The Twin Menaechmi, nz, 136 ff.; in 
School for Scandal, 254; in I Henry IV, 
385 ff., 13 ; Sea Gull as, 456, 492, 
497 ff, 500 

Comedy, Restoration. See Restoration 
comedy 


Comedy, Romantic. See Romantic com- 
edy 

Comedy, Sentimental. See Sentimental 
comedy 

Comedy of characters, 193, 254, 448 
Comedy of “humors,” 16 , 31 
Comedy of manners, 81, 194, 452, 31, 32 
Comedy of situation, 254. See also In- 
trigue comedy 

Comedy of wit, 85. See also Farce 
Comic relief, 377; in Shakespeare, 541; in 
Dr. Faustus, 541-2; in King Lear, 602 
Comments by author, 25, 30-1; in 
School for Scandal, 244; in other 
plays, 19 , 26 
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102; in tragic character, 188, 314; in 
tragedy, 456; avoidance of, in senti- 
mental comedy and farce, 250; of 
plays in Part Three, 193; of character, 
in School for Scandal, 245, 252, 253, 
in Rosmersholm, 31 1-2, in Sea Gull, 
494; of plot, in School for Scandal, 245, 
in Rosmersholm, 284-5, 286, 308, 311- 
2, in Way of the World, 194, 389, 408- 
9, 441-2, 448-9, in other plays, 16 , 
22 ; of life, in Sea Gull, 492, 494-5; of 
King Lear, 586, 601, 602, 650-1, 658 
Concentration of effect, 26, 27 n.; in 
farce, 138; in Lady Windermere’s Fan, 
45, 74-5; in Rosmersholm. 271; ab- 
sence of, in The Twin Menaechmi, 
142; in other plays, 17 , 26 . See also 
Limitations of the drama 
Concreteness, loo-I, 35 , 37 ; influence 
upon theme, 102; in Everyman, 105 ff.; 
absence of, in London Merchant, 185; 
examples of, in Macbeth, 186 
Conflict, artificially produced, 73; types 
of, in farce and melodrama, 246; in 
tragedy, 455; in problem play and 
tragedy, 46 ; in Lady Windermere’s 
Fan, 64, 74, 138, 244, 247-8, 256; in 
The Twin Menaechmi, 137, 138; in 
London Merchant, 185; in School for 
Scandal, 244, 247-8; in Rosmersholm, 
256, 271, 284, 309; in Way of the 
World, 448; in Sea Gull, 490 ff; in Dr. 
Faustus, 531 ff.; in Murder in the Ca- 
thedral, 6ff.; absence of, in parts of 
Everyman, 103 
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Congreve, William, 144; Way of the 
World, use of repartee, 33; tempo of, 
33; complexity of, 194; avoidance 
of sentimental effects, 251; compared 
with Rosmershohn, 284, with Sea Gull, 
492, with Othello, 666', text of, 390 ff.; 
discussion of, 398 ff., 408 ff., 421, 431, 
441 ff.; other references, 435, 11 , 14 , 
15 , 21 , 26 , 31 

Contrast, in fiction, 15-16; in poetry, 
21-2; as literary method, 24; as a 
means of satire, 250, 254; in Lady 
Windermere’s Fan, 64; in Everyman, 
105; in London Merchant, 182; in 
Rosmersholm, 271; in I Henry IV, 
377 ff.; Sheridan’s and Wilde’s use 
of, 244; in Silver Cord, 9 
Conventionality, 36 , 39 ; of language, 
186 

Conventions, 34 ff.; of setting, 25 it.; of 
exposition, 30-1 ; of treatment of time, 
45; relating to soliloquies, 56; as re- 
lated to quality of drama, 141; of the 
Roman stage, 141; neo-classical, 31 , 
35 ; in Dr. Faustus, 531 
“Conversation”. See Dialogue; Landor, 
W. S. 

Cooper, Lane, Fifteen Greek Plays, 2 , 7 
Corneille, Pierre, 31 
Costumes, 25, 35-6 
Cycles, 30 

Dante Alighieri, quoted, 532 
De la Barca. See Calderon de la Barca 
Description, absence of, in drama, 16, 
25, 30-1 

Deus ex Machina, 247, 248, 449, 16 , 37 
Dialogue, nature of, 3-8; relationship 
to action, 12; in fiction, 16; absence 
of, in Bums’ To a Mouse, 23; impor- 
tance of, in drama, 23; in literary 
method, 24; influence upon dramatic 
technique, 27; problems of dialogue, 
29 ff.; expository dialogue, 30, 141; 
naturalness in dialogue, 31-3; in 
poetic drama, 32-3; tempo, 33-4; in 
Greek drama, 27-8 
Dickens, Charles, 28 
Didacticism, 542, 574. See also Moraliz- 
ing 

Diderot, Denis, 31 


Dionysus, in Greek drama, 27-8 

Disney, Walt, “Mickey Mouse,” 22 

Dobree, Bonamy, on Way of the World, 
446, 451 

Drama, basic elements in, 3 ff.; com- 
pared with fiction and poetry, 13 ff.: 
poem as drama, 22, 23; elements 
common to drama and poetry, 24; 
differences from other literary genres, 
24 ff.; acted and literary drama, 35; 
limitations of, 26; language of, 26; 
special problems of, 27 ff.; length, 
37; place, ap; exposition, 30-1; tempo, 
33-4, 39 ; theme, 100 ff.; history of, 
27 ff; drama and theme in Everyman, 
106; failure of drama in London Mer- 
chant, 183, 187, 188. See also Closet 
drama, Comedy, Elizabethan drama, 
Tragedy, etc., and the various tech- 
nical terms 

Dryden, John, defense of heroic couplet 
in drama, 32; comment on Phaedra, 
18 ; on figurative language, 36 ; All for 
Love, 29, 183-4, 674, 31 

Eliot, T. S., quoted, 36, 36 ; Murder in 
the Cathedral, 2 , 5 ff., 32 ; The Family 
Reunion, 5 

Elizabethan drama, 25 n., 503, 11, 30 - 1 , 
35 , 36 

Elizabethan theatre, 25 n., 3 17, 33 1, 
346, 378. 3 84, 36 , 36 

Empson, William, quoted on I Henry 

IV , 381 

Episodic structure, in Dr. Faustus, 530, 

S32»S36 

Esthetic distance, in Sea Gull, 498-9, 
500-1 

Euphuism. See Lyly, John 

Euripides, 28 ; Alcestis, 317; Hippol- 
ylus, 2 , 7 - 8 , 16 , 18 , 27 , 28 

Everyman, 455, 538, 540, 542, 675, 2 , 7 ; 
as drama of ideas, 85; text of, 86 ff.; 
analysis of, 100 ff.; focus, 137, 180-1; 
characterization, 138; theme, 139; 
variety, 142; historical position, 704; 
compared with Lady Windermere' s 
Fan, 80, with problem play, 81, 
with The Twin Menaechmi, 136-7, 
with Rosmersholm, 190, 311, with 
King Lear, 6jo-i y 
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Exposition, problems of, 30-1, 35 ; 
effect on tempo, 33; in parable, 101; 
Wilde, Ibsen, and Sheridan com- 
pared, 256; in Lady Windermere’s 
Fan, 43-4; in The Twin Menaechmi, 
1 41; in Rosmersholm, 269-70, 315; 
in I Henry IV, 329-30; in Way of 
the World, 399; in Sea Gull, 466; in 
King Lear, 601; in other plays, 9 , 14 , 
18,19 

Fantasy in literature, 144, 36 ; in Cyrano 
de Bergerac, 20-1 

Farce, 112, 193, 39 ; nature of, 137 ff, 
42 - 3 ; motivation in, 143; compared 
with high comedy, 245-6; depend- 
ence upon ‘‘discoveries,” 247, upon 
external situation, 249, upon igno- 
rance, 253; in The Twin Menaechmi, 
141 ff.; in School for Scandal, 245-6; 
in Dr. Faustus, 539; in other plays, 1 , 
11, 16 - 16 , 22 ff. 

Fiction, compared with drama, 13 ff.; 
relation to drama and poetry, 24-6; 
characters in, 28; “multiplicity” 
novel, 28; treatment of place, 29 
and 74; tempo, 29, 39 - 40 ; expo- 
sition, 30; concentration, 45; adapta- 
tion to multiple actions, 56; time, 
74; techniques of, in Sea Gull, 491 

Figurative language. See Imagery 

Five-act form, 503 

Focus, in literature generally, 24; in 
tragedy and comedy, 245; in tragedy, 
455; in Lady Windermere’s Fan, 55, 
64, 77, 137, 245; in The Twin Me- 
naechmi, 137; in Everyman, 137; lack 
of, in London Merchant, 180-1, 184, 
187, 245; in School for Scandal, 245, 
246; in Rosmersholm, 270, 271, 307, 
313-4, 651; in Sea Gull, 491, 496-7; 
in Oedipus the King, 580-1; in other 
plays, 16 , 17 , 19 , 20 , 26 , 38 

Foreshadowing, 38 . See also Motivation 

Form, relationship to theme, 101-2, 
244; in historical drama, 329. See 
also Structure 

Forward movement. See Progression 

French drama, 31 - 2 ; Lillo’s influence 
on, 146 

Freudian psyche 'ogy, 573, 4 


Gassner, John. See Mantle, Burns 
Generalization, in parable, 102; absence 
of, in I Henry IV, 386. See also Ab- 
stractness, Concreteness, Theme 
German drama, Lillo’s influence on, 146 
Goethe, Faust, 32 

Goldsmith, Oliver, attack on senti- 
mental drama, 194; Good-Natured 
Man, 252 

Great McGinty, The, moving picture, 

8- 12, 24 

Greek drama, 27 ff. 

Greek tragedy, 188, 573, 2ff., 27 - 8 ; in- 
fluence on modern plays, 5 ; on Racine, 

18 

Greene, Robert, 30 

Hardy, Thomas, long drama, 27 
Heilman, Robert B., “The Tragedy of 
Knowledge,” 542; This Great Stage, 
661 

Hero, Tragic. See Tragic hero 
Heroic drama, 31 
Heywood, John, 30 

Historic drama, problems of, 193, 317- 
8, 329 ff, 376 ff, 388; of Hugo, 31 
Howard, Sidney, The Silver Cord, 1 , 

9 - 10 , 32 

“Humors.” See Comedy of “humors” 
Huxley, Aldous, Point Counter Point, 28 

Ibsen, Henrik, influence, 256, 32 ; atti- 
tude to “problems,” 256; concep- 
tion of drama, 315; tendency to lose 
focus, 28; Rosmersholm, relation to 
tragedy and problem plajq 193; text 
of, 256 ff.; discussion of, 269 ff., 
283 ff, 298-9, 307 ff; compared with 
King Lear, 651, with Macbeth, 672, 
with Phaedra, 16 ff., with Major 
Barbara, 24 - 6 ; other references, 455. 
456, 540, 582, 1 , 2 , 18 , 20 , 27 , 32 ; 
Rebecca West, 18 ; Iledda Gablcr, 256; 
Ghosts, 580, 581, 15 , 32 ; other plays, 
32 

Imagery, in literary method, 24; in the 
language of excitement, 32; Shake- 
speare’s and Lillo’s compared, 185-7; 
Marlowe’s, 503, 537-8, 539; in Ros- 
mersholm, 269-70; in Oedipus Rex, 559, 
560, 572; in King Lear, 586, 601, 659, 
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660; in Othello, 666, 672; in Antony 
and Cleopatra, 673; in All for Love, 
674; in other plays 7 , 8, 11 - 12 , 18 . 
See also Poetic language 
Interludes, 30 

Intrigue comedy, 248, 399, 448-9. See 
also Comedy of situation 
Irish drama, 32 

Irony, absence of, in melodrama, 248; 
used, in Landor’s “Conversation,” 7; 
in Lady Windermere’s Fan, 64, 63, 
73; in Everyman, 104 ff.; in London 
Merchant, 184, 187; in School for Scan- 
dal, 246, 248, 253; in Rosmersholm, 
270, 284 ff., 308 ff.; in I Henry IF, 
330, 344, 347-9, 384 ff.; in Way of 
the World, 444, 446, 447; in Sea Gull, 
493-4, 497, 499, 500-1, 502; in Dr. 
Faustus, 532, 533, 534, 535, 536, 537, 
539 , 54 i; in Oedipus Rex, 552, 560, 
564, 577 , 579 , 582, 583-5; in King 
Lear, 602, 614, 615, 626, 627, 641, 
654-61 passim; in Othello, 663, 664, 
665, 667; in Macbeth, 670, 671; in 
other plays, 11 , 13 , 14 , 18 , 20 , 28 

Johnson, Samuel, quoted, 29 »., 139, 
36 ; Irene, 44 

Jonson, Ben, Volpone, 31, 33, 43 

Kirschbaum, Leo, on Antony and Cleo- 
patra, 673 

Kocher, Paul, on Dr. Faustus, 530 
Krutch, Joseph Wood, on School for 
Scandal, 254; on Sea Gull, 500 
Kyd, Thomas, 30 

Lamb, Charles, on London Merchant, 188 
Landor, W. S., “Conversation,” 5-6; 
compared with drama, 7-8, with 
short story, 17, with other literary 
forms, 24; structure of, 3 1 
Language of drama, 26; of London Mer- 
chant, 185-7; in I Henry IV, 330-1, 
347 - 9 > in Rosmersholm, 312; in The 
Twin Menaechmi, 142. See also Im- 
agery, Poetic language 
Length of drama, 27 and n. 

Lillo, George, The London Merchant, 
language of, 32-3; as tragedy type, 
85; tragic protagonist,' no; text of. 
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146 ff.; discussion of, 180 ff.; revision 
of, 189; relation to Ibsen’s Rosmers-' 
holm, 193, 313; use of “villain,” 
3 1 1 ; compared with School for Scan- 
dal, 245, with King Lear, 651, 652, 
with Phaedra, 17 ; other references, 
455 . 54 °. 650, 1 , 2 , 8, 15 , 17 , 18 , 31 
Limitations of the drama, 26, 27 ff.; in 
farce, 137-8; in Lady Windermere’ s 
Fan, 74-5; in Rosmersholm, 315. See 
also “Rules,” Unities 
Lyly, John, plays, 30 ; Euphues and 
Euphuism, 346-7, 383 

Mantle, Bums, and Gassner, John, A 
Treasury of the Theatre, 20 , 26 
March, Williams, A Sum in Addition, 
13-15; discussed, 15 ff.; compared 
with other forms, 21, 24, 25 
Marlowe, Christopher, 30 ; The Tragi- 
cal History of Dr. Faustus, final scene, 
31; focus of, 180-1; tragic quality, 
183, 45 5 ; poetic language, 312; text 
of, 503 ff.; discussion of, 529 ff.; ques- 
tions on, 529 ff., 541-2; compared 
with London Merchant, 180, 187, with 
Oedipus the King, 584, with King 
Lear, 650-1, 659, with Macbeth, 672; 
other references, 581, 582, 583, 673 
Maugham, Somerset, The Circle, 65, 1 , 
12 ff , 32 

Maupassant, Guy de, A Piece of String 
compared with drama, 18, 25 
Medieval drama, 531, 29-30 
Melodrama, 30, 574, 39 , 42 - 3 ; language 
of, 31; use of mystery, 44; charac- 
terization in, 140; motivation in, 143; 
materials of, 188; use of ignorance, 
253; villain of, 532; compared with 
problem play and tragedy, 43 ff ; tend- 
ency toward, in Lady Windermere’s 
Fan, 56, 64-5, 73, 246 ff; in London 
Merchant, 180, 184-5; > n Speed the 
Plough, 189, 15 - 16 ; in School for 
Scandal, 245, 246 ff.; in other plays, 
1 , 9 , 10 , 11 , 21 
Menander, 28 

Milton, John, Paradise Lost, 144 

Miracle plays, 29 

Mizener, Arthur, quoted, 8 ff. 

Modern drama* historjp’of, 29 ff. 
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Moliere (Poquelin, Jean Baptiste), 31 
Mood. See Tone 

Moral problems, relation to dramatic 
types. 79; in parable form, 101-2; in 
•ragedy. 183, 44 - 5 : in tragedy and 
comedy, 250: Lillo's confusion of 
moral and legal. iSS; in Aeschylus’s 
Oresteia. 4 , 5 . See also Moralizing 
Morality play, 86, 153. 30 
Moralizing, in L ■ nd' 0 Merchant, 181, 
1S2. 1S4, 1S5. 1S7, 31 ; in interpreta- 
tions of Falstaff, 386, 387; absence 
of. in See r Sea- dal, 233 
Alorgann, Maurice, on Falstaff. 343 
Morton, Thomas. S^edt'-e Plough, 189, 
247 >1.. 1 . 11 . 16 - 16 , 31 . 39 , 43 
Moses, J. M.. D r amas 7 Modernism 
and Tret' F: rerunners, 9 , 12 
Motivation, 24, 139. 36 ff.: in relation 
to problems of place. 29; in parable, 
102: in Lady JVirde r rr,ere's Fan, 44, 
56, 64-5, 74; in The 7 V;’: Menaeckmi, 
143; in L nd n J/t'.-w::, 181, 182, 
184: in R v".-.'*-- 1 ,.,'":, 283, 287. 310-1; 
in Sra Gull, 480; in Oedipus Rex, 559. 
564: in other plays. 3 . 18 
Moving pictures, compared with drama, 
8-12; with other forms, 24; use of 
flashbacks. 2;. 3c: freedom in use of 
place. 20 and 74; tempo, 33—4; 
ability to present simultaneous ac- 
tions, 56: freedom in use of time, 
74-5; skill of actors in, 140; lack of 
sophistication, 144 
Musical comedy. 141 
Mystery plays. 29 
Myth, value of, 573-4 

Xashe. Thomas, authorship of Dr. Faus- 
::u, 530 

‘‘Naturalness” Li dialogue, 31-3; in 
poetic drama, 32-3 
New Testament. 100 ff. 

Norton. Thomas. See Sackville, Thomas 
Novel. See Fiction 

Onus, IV. S., and O'Neill, Eugene, Jr., 
T,.e Complete Greek Drama, 2 , 7 
Objectivity, in fiction, 15, 16. See also 
Esthetic distance 

O’Neill, Eugeni use of soliloquies, 25, 


of asides, 36 ; long drama, 27, prob- 
lem plays, 314-5; Mourning Becnr.cs 
Electro, 2 , 32 ; compared with Aes- 
chylus’s Oresteia, 2 ff. 

O’Neill, Eugene, Jr. See Oates, W. S. 
Otway, Thomas, 31 
Oversimplification, in School for Sca> dal, 
250-1; in Major Barbara, 25 ; efforts 
to avoid, by Wilde, 76, by' Shake- 
speare 378-9. See also Complexity 

Pantomime, 9, 141 
Parable, nature of, 100 ff., 108, 542 
Paradox, in Lady H it der mere’s Fan, 
78; in Everyman, in; in School for 
Scandal, 252; in Dr. raustus, 532; 
in King Lear, 565—7. See also Irony 
Pathos, nc, 656; pathetic and tragic 
compared, 313, 314; in Load k Mer- 
chant, 197; in Sea G . 1 !, 492, 495, 499; 
in other plays, 16 , 31 
Peele. George, 30 
Picaresque character. 252 
Place, problems of. 20 and 1:.; Ibsen’s 
skill in, 315: in Lady Windermere's 
Fan, 54, 64-5, 141; in T .e Tain Me- 
naechmi, 141. See r...o Unities 
Plautus. 29 ; r <1, 22 , 29 ; The 

T-tin Ml "aset mi, as comedy type, 
85; text of, naff.; discussion of, 
136 ff.; comparisons with other play' 
146, 244 ff., 346, 22 ff.; focus of, 18c 
other references, 442. 1 , 15 , 29 . 22 , 26 ) 
29 . 35 , 37 . 38 , 39 . See also Farce 
Plot, in Sea G ,!l. 4^6, 400-1, 496-7; 
in Dr. Fa , *; 529-30; in Oedipus the 

King, 57 3; in King ]_■■.< r , 650 ff. 

Poetic drama, the problem of “naturi’ 1 - 
ness,” 32-3; Elizabethan. 31 
Poetic justice, 76, 656; in Oedipus tiie 
King, 582-3 

Poetic language, tendency toward, in 
drama, 26; as symbol, 32-3; Lillo’ 
and Shakespeare’s compared, 185-7; 
need of. in R umershnlm, 312, 316; 
significance of, in I Henry II , 318, 
330-1; in Dr. r.i.-:\s, 455, 503, 533, 
534 . 537 - 53 ^. 54 V in Macbeth, 672; 
in other plays, 5 ff., 11 - 12 , 27 ; in 
Irish drama, 32 ; other references, 1 , 
36 , 37 . also Imagery' 
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Poetry, compared with drama, 19 ff.; 
and dramatic method, 23-4; elements 
shared with drama and fiction, 24; 
summary of differences from drama, 
2 5-6; exposition in narrative poetry, 
3 ° 

Point of view, shift in, 5 <5- See also Au- 
thor’s attitude 

Pope, Alexander, The Rape of the Lock, 
250 

Probability, in farce, 138, 142, 143, 144; 
in Rosmersholm, 287; in Dr. Faustus, 
531; problem of, in Comedy of Er- 
rors, 23 . See also Motivation 
Problem play, nature of, 81, 314, 573, 
1 , 32 , 43 ; types of, 83; tendency to- 
ward, in London Merchant, 182, 183; 
Rosmersholm as, 193, 256, 313-3, com- 
pared with Phaedra, 17 ; Sea Cull as, 
301 ; problem element in other plays, 
10 - 11 , 19 , 23 , 25 

Progression, as problem of dramatist, 
29-30; ' n Lady Windermere's Fan, 
44; in School for Scandal, 246; in 
Rosmersholm, 269-70, 286-7, 3°9; in 
Wav of the World, 408; in The Circle, 
14 

Prologue, for exposition, 141, 8; in Act 
II of Rosmersholm, 283 
Propaganda, relation to literature, 108- 
9; in London Merchant, 183; in prob- 
1 lem play, 236, 314, 26 
’sychological action, in London Mer- 
chant, 184 

Psychological effect of tragedy, 188 
Psychological method of sentimental 
comedy, 230, 1 

E t ins, in I Ilenry IF, 330-1, 347-9; in 
King Lear, 602. See also Repartee 

\ 

Quern quaeritis, 29 

Racine, Jean, Phaedra, 2 , 11 , 16 ff., 

27 , 31 

Rationalism, in Oedipus the King, 574- 
82 passim; in King Lear, 613, 626, 
632, 635-8; in Othello, 662, 664-5; 
in Macbeth, 670; in Dr. Faustus, 533, 

534. S4°~ r 

Read, Herbert, on suspense, 385 
Realism, 80, 35 ; in Street Scene, 19 , 20 


Religion in tragedy, 433 
Religious drama, 1, 29-30 
Renaissance drama, 30-1 
Repartee, as symbolic language, 33; 
functional use of, 64; effect on prob- 
lem play, 81, on melodrama, 81; 
in high comedy and farce, 243-6, 
247, 248; as an antidote to senti- 
mentalism, 252, 253; as a structural 
element in Lady Windermere's Fan, 78; 
in The Twin Menaechmi, Lady Win- 
dermere's Fan, and School for Scan- 
dal, 142; in School for Scandal and 
Lady Windermere's Fan, 193, 194, 
243; in Way of the World, 389; in 
other plays, 11 

Restoration comedy, 194, 389, 31 
Rhythm, as an element in structure, 54- 
3, 63-4; of Lillo’s prose, 185; tempo, 
41 

Rice, Elmer, Street Scene, 1 , 18 - 19 , 32 
Roman drama, 28 - 9 ; influence on Ren- 
aissance, 29-30 
Romantic comedy, 387 
Romantic drama, 387, 20, 21, 23 , 31 , 
32 , 36 

Rostand, Edmond, Cyrano de Bergerac, 
1 , 20 - 1 , 32 

“Rules,” The, applied to Othello, 667- 
8; in All for Love, 674; other referen- 
ces, 8, 17 , 31 . See also Unities 
Rymer, Thomas, A Short View of Trag- 
edy, 667-8, 674 

Sackville, Thomas, and Norton, 
Thomas, Gorboduc, 10 
Saroyan, William, 230 
Satire, technique of, 244, 249 ff.; loss 
of, in eighteenth-century drama, 194; 
Sheridan and Wilde contrasted, 193, 
244; in School for Scandal, 248 ff.; in 
Sea Gull, 498 

Science, relation to tragedy, 183; scien- 
tist v. artist, 183; treated, in Speed the 
Plough, 16 . See also Rationalism 
Screen scenes, 63, 246, 317, 421 
Second Shepherd’s Play, 432, 22 , 30 , 38 , 
43 

Selection, in dramatic composition, 27, 
102; Wilde’s and Sheridan’s com- 
pared, 244; ill King fjtar, 631 
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Seneca, 29 

“Sentiment,” The, defined, 349; in Lon * 
don Merchant, 182; in School for Scan- 
dal, 249, 252; in Speed the Plough, 16 
Sentimental comedy, 1 88, 193; method 
of, 194, 250, 254; in eighteenth cen- 
tury, 194, 31 ; use of sentimental 
ethics, 251; influence of, in School 
for Scandal, 248 ff. 

Sentimental tragedy, 184, 31 
Sentimentality, nature of, 188; in Lon- 
don Merchant, 184, 185, 187, 188; in 
Cyrano de Bergerac, 21 ; avoided, in 
Burns’ To a Mouse, 21-2; in I Henry 
IF, 386, 387; in Way of the World, 
443-4, 447, 450; in The King the 
Greatest Alcalde, 11 

Setting, as literary device, 24; in acted 
drama, 25; problems of, 29; in Eliza- 
■•'bethan drama and theatre, 25 36 ; 

in classical drama, 34 ; in The Twin 
Menaechmi and Street Scene, 20 
Shakespeare, William, chronicle plays, 
28; first folio, 388; historical position, 
30 - 1 ; attitude to, in seventeenth and 
eighteenth centuries, 667-8; men- 
tioned, 144, 29 ; poetic drama: use 
of poetic method, 23-4; 33, use of 
poetic language, 312, 455, 456, use 
of blank verse, 36 ; tragedy: 188, con- 
centration in, 28, comic elements in, 
78, 541; treatment of problems of 
place, 2911.; use of conventions, 141; 
use of soliloquies, 25, 181 
All’s Well That Ends Well, differ- 
ence from I Henry IV, 387 

Antony and Cleopatra, function of 
Enobarbus, 30-1 ; function of Octavia, 
183-4; absence of moralizing, 189; as 
tragedy, 456, 661; questions on, 673-4 
As You Like It, 30 ; difference from 
I Henry IV, 387 

Comedy of Errors, 1 ; source, xiz; 
discussed, 22 ff., 29 , 30 ; method, 43 
Hamlet, 137, 30 ; limitation of plot, 
27; theme, 139, 689; conflict in, 46 ; 
as problem play, 3 14; as tragedy, 436; 
structure, 529-30; character of Ham- 
let, 139; function of Ophelia, 183; 
compared with Sea Gull, 501-2 

I Henry IJ L elements of, 193; text 


of, 317 ff.; discussion of, 329 ff., 
344 ff., 359 ff., 367, 376 ff.; compared 
with other plays, 193, 13 ; imagery, 18 ; 
Falstaff compared with Don Quixote, 
317, with Cyrano, 21; other references, 
445 . 45 2 > S8S, 586, U 12 , 16 , 30 
II Henry IV, 585, 586; relation to 
I Henry IV, 376 n., 385, 388, 30 
Henry V, relation to I Henry IV, 
376 >1., 385, 388, 30 
Henry VI, 30 

King Lear, 581, 582, 672, 30 ; as 
tragedy, 456; structure, 529; text of, 
586 ff.; questions on, 601-3, 614-5, 
626-7, 640-1, 649-50, 659-61; analy- 
sis of, 650 fF.; compared with Rosmers- 
holm, 313, with Othello, 661-4, with 
Macbeth, 672 

Macbeth, 30 ; setting, 29; focus, 180, 
181; as tragedy, 183, 456, 661, 664; 
absence of moralizing, 189; structure, 
530, 585; atmosphere, 38 ; tempo, 41 ; 
notes and questions on, 668 ff.; com- 
pared with other plays, 180, 185-7, 
672, 6; Macbeth, 11 ; Lady Macbeth, 
18 

Merchant of Venice, 30 
Merry Wives of Windsor, 43 ; rela- 
tion to I Ileny IV, 376 n., 388 
Othello, 30 ; as tragedy, 456, 674; 
notes and questions on, 661 ff. 

Richard II, relation to I Henry IV , 
360 

Romeo and Juliet, avoidance of sen- 
timentality, 185; love as material of 
tragedy, 16 - 17 ; compared with Cy- 
rano de Bergerac, 21 
The Tempest, 30 

Shaw, G. B., problem plays, 314, 32 ; 

Major Barbara, 452, 1 , 24 ff., 32 
Shelley, P. B., The Cenci, 32 
Sheridan, R. B., The School for Scandal, 
text of, 195 ff.; discussion of, 243 ff.; 
use of repartee, 33, 142; use of “sen- 
timent,” 182; complexity of, 193; com- 
pared with other plays, 65, 189, 193, 
421; historical position of, 194; use 
of “villain,” 31 x; other references, 
448, 449, 1 , 16 , 26 , 31 , 38 , 43 
Short story, compared with drama, 13 ff. 
See also Fiction 
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Sociology, relation to tragedy, 183 
Soliloquy, 30-1; in Lady Windermere’s 
Fan, 56; m London Merchant , 181; m 
Dr. Faust its, 531; as used by different 
writers, 185-7, 256 

Sophocles, historical position of, 27 - 8 ; 
dependence on conventions, 141; An- 
tigone, 573, 17 , 28 ; Oedipus at Colonus, 
notes and questions on, 585; Oedipus 
Rex, 313, 28 ; as tragedy, 455, 586, 
652, 664; chorus, 542; text of, 543 ff.; 
questions on, 547, 552, 559-60, 564-5, 
567, 572, 584; analysis of, 573 ff.; 
compared with Dr. Faustiis, 541, with 
King Lear, 651, 659, 661, with Mac- 
beth, 668 ff., 671, 672 
Spanish drama, 31 

Spurgeon, Caroline, Shakespeare's Im- 
agery, 660, 666, 672, 673 
Steele, Richard, 250; The Conscious 
Lovers, 31 

Steinbeck, John, allusion to Burns, 22 
Stichomythy, 564 
Stock response, 37 

Structure, as vehicle of meaning, 102- 
3; in Lady Windermere’s Fan, 54-6; 
in Everyman, I04ff.; in London Mer- 
chant, 181; in School for Scandal, 
244 ff.; in Rosmersholm, 271, 283-4, 
307-8, 308 ff.; in I Henry IV, 329-30; 
in Sea Gull, 455, 456, 490 ff.; in Dr. 
Faustiis, 455, 529 ff., 536, 538-9, 540; 
in King Lear, 529, 655 ff., 659-60; in 
Phaedra, 18 ; 'Wilde and Maugham 
compared, 15 

Suspense, in Oedipus the King, 573, 574, 
585-6 

Swift, Jonathan, Gulliver’s Travels, 144, 
250 

Symbolic characters, 28 
/Symbolic incident, 74 
fjymbolism, 11; as a mode of expression, 
• 66 1; rational interpretation of, 573; 
poetic language as, 32, 33; in tragedy, 
79; in parable, 100; in Irish drama, 
706; in modern stage design, 35 ; in 
Burns’ To a Mouse, 23; in Lady Win- 
dermere’s Fan, 75, 79-80, 138; in 
Everyman, 106, 109; in The Twin 
Menaechmi, 139, 144; in London Mer- 
chant, 187; in School for Scandal, 
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24 6, 249; in Rosmersholm, 270-1, 285, 
288, 309, 312; in Way of the World, 
448; in Sea Gull, 473-4, 490, 500; in 
Dr. Faustiis, 532, 536, 537; in King 
Lear, 586, 654, 657-8, 659, 660; in 
Othello, 662; in Macbeth, 187, 670, 672; 
in other plays, 6, 14 , 17 , 18 , 26-7 
Synge, J. M., Riders to the Sea, 2 , 26 - 7 , 
32 

Tempo, novel and dfama compared, 29, 
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